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BIOGRAPHICAL NOTES 


SIR WILLIAM BEECHEY 
1753—1839 

William Beechey, after an ordinary school education, was articled 
to a conveyancer, in pursuance of his father’s purpose to bring him 
up to the law. His persistent idleness, and his preference for drawing 
from nature instead of drawing legal papers, led to his ultimately 
abandoning his master’s office, and at the age of nineteen he was entered 
as a student at the Royal Academy in London. He seems to have sup- 
ported himself at this time as a house and sign painter, and to have 
done decorative work as a journeyman in the great mansions of Lon- 
don. In a modest way he commenced to paint portraits on a small 
scale for trifling sums, and one of these attracted the attention of a 
nobleman, who sought the artist out and gave him a commission. 
Through the friendly influence of this patron he was introduced to 
George III., and in 1793, in which year he was made an associate mem- 
ber of the Royal Academy, he was appointed portrait painter to Queen 
Charlotte. This immediately gave him a fashionable vogue, and he 
painted a long series of portraits of the royal family and of the most 
famous and fashionable persons of the time. He was a strong painter, 
florid in color, bold in brush work, and particularly successful in por- 
traits of the high-living and robust men of his day. In 1798 he received 
a commission for a picture of a military pageant, in which he intro- 
duced portraits of the king, the Prince of Wales, the Duke of York 
and the staff. For this he received the honor of knighthood and a full 
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membership of the Royal Academy. His career thenceforward was one 
of uninterrupted prosperity. His vigorous and manly portraits held 
the fancy of the time, and held it with a firm grasp until his death. He 
was personally a man of genial characteristics, and one of the finest 
traits of his character was his generous helpfulness of young artists 
who were struggling for the commencement of a career. He had no 
patience with incompetents, but an instinct for the discovery of true 
talent, to which he never refused a good word of advice and a helping 
hand. 


LOUIS EUGENE BOUDIN 
1824- — 1898 

The son of a Honfleur pilot, he was from his infancy acquainted with 
the sea. He exhibited first at the Salon in 1853, but it was not till 
1881 that he was honored with a medal of the Third Class, a Second 
Class medal following in 1883. In 1889 he gained the gold medal, 
and was created Knight of the Legion of Honor in 1892. It was 
Boudin who advised Monet, disgusted with his brief experience in 
the studio of Gleyre, to paint only from nature. Among the marine 
and landscape painters of France he occupies a foremost rank. Whether 
painting the coast of France, or glimpses of her ports, or fragments 
of river scenery, he displays an intuition of the main characteristics of 
the scene, and renders them in a fashion spirited or impressive, as the 
occasion needs. Few painters have ever rivalled him in the skill with 
which he depicted the animation of wdiarves and shipping; his atmos- 
pheric effects are particularly good; he could saturate the scene with 
fresh moisture or enliven it with breeze. His ability to express in broad 
simplicity a lattice-work of masts, spars and rigging, or an ample 
stretch of sky and pasture, is equally admirable. His studies of cattle 
also rank among the best. He was bom at Honfleur in 1824, and died 
at Deauville, August 8, 1898. 


MARIE LOUISE ELISABETH LE BRUN 
1755 — 1842 

She was the daughter of a portrait painter named Vigee, and was bom 
at Paris, April 16, 1755. She painted her first portrait, that of her 
mother, at the early age of fifteen, and afterwards studied draw ing 
under Davesne and painting under Briard and Joseph Vernet. She sup 
ported herself and her mother after the death of her father in 1768 
by copying the old masters, and married Jean Baptiste Pierre Le Brun, 
painter and picture dealer, in 1776. Meanwhile her reputation as a por- 
traitist gained ground rapidly, and in 1779 she painted her first por- 
trait of Marie Antoinette, whom she afterwards painted no less than 
twenty-five times. She visited nearly all the countries of Europe; was 
made associate member of the Academies of Bologna, Parma, Berlin, 
St. Petersburg, Copenhagen and Geneva, and full member ol the 
Academy of St. Luke in Rome in 1774, and of the Academie des Beaux 
Arts in 1783. She painted in all 662 portraits, 200 landscapes and 
fifteen historical pictures. She died at Paris, March 30, 1842. 


PHILIPPE DE CHAMPAGNE 
1602—1674 

Although a native of Flanders, having been born at Brussels, May 
26, 1602, this artist is generally considered as belonging to the french 
school. He studied in Flanders under several masters, of whom the only 
well-known one was Jacques Fouquieres, and went to Paris at the age 
of nineteen, where he was employed with Nicolas Poussin in the decora- 
tion of the palace of the Luxembourg under the court painter Du- 
chesne. The jealousy of the latter caused him to return to Brussels in 
1627, whence he was soon recalled by Marie de Medicis, who appointed 
him to succeed Duchesne, who had died suddenly. He was one of the 


first members of the Academy, to which institution he was elected in 
1648, and he afterwards became professor and then rector. He holds a 
high rank as a portrait painter, as a decorator and as a painter of 
historical subjects. He died in Paris, August 12, 1674. 


JEAN BAPTISTE CAMILLE COROT 
1796—1875 

Was born in Paris, 1796; the son of a prosperous tradesman; pupil of 
Michallon and Victor Bcrtin, and travelled in Italy in 1826. Travelled 
much in France, painting from nature and creating a style out of his 
experiments. Although at first neglected by the public, his patrimonial 
fortune enabled him to live comfortably and paint to suit himself. He re- 
ceived medals, 1833, 1848, 1855, 1867; was given the Legion of Honor 
in 1846 and became an Officer in 1867. He died in Paris in 1875. The 
influence of Corot on the art of our time cannot be overestimated. He 
lifted landscape painting into the realm of idyllic poetry, just as Rous- 
seau gave it a tragic, and Diaz a romantic significance. Each man 
painted according to his feelings. The spirit of the South which burned 
m Diaz, the melancholy of an unhappy life which darkened Rousseau, 
were replaced in Corot by a genial gayety of temperament which reflects 
itself m his works. He was one of the earlist of the men of 1830 to re- 
ceive public recognition, and when success did come to him it atoned for 
the neglect of the past. 

Coiot s art, it has been said, is a window opened upon nature, and 
it is true. He does not return to us only with a recollection more or less 
felicitous of out-of-doors, but the very out-of-doors is brought in with 
its vibrations and its air. Others have looked at creation with severer 
eyesight than Corot; but no master has contemplated nature with 
more poetry, more thorough emotion. When Corot died, his friend and 
Ins equal, Jules Dupre, uttered these simple words, which formed the 
best funeral oration, for they comprise the whole existence of Corot: 


‘ It will be hard to fill the place of the painter ; it will be impossible to 
fill the place of the man.’ ” — Notes upon certain masters of the XIX. 
century, by Albert Wolff. 


JOHN CROME (“OLD CROME”) 

1769 — 1821 

John Crome, the son of a journeyman weaver, waS born in a public- 
house at Norwich, England, in 1769. He was called “ Old Crome” to 
distinguish him from his eldest son, John Bernay Crome, who was also 
a painter, but without the talent or reputation of his father. In early 
life John Crome was a sign and coach painter, and gained a living at 
that occupation. A love of nature and a love of art carried his thoughts 
and aspirations beyond the narrow confines of this mechanical drudg- 
ery, and he longed to become an artist worthy of the name. His pov- 
erty, however, prevented him from enjoying the instruction of living 
masters, and he therefore eagerly sought every opportunity of study- 
ing the masters who were dead. Of the old Dutch painters, the one 
whom he most admired was Hobbema. “ Hobbema, my dear Hobbema, 
how I have loved you ! ” were the last words that fell from the dying 
painter’s lips. The opportunities afforded him for such improvement, 
however, were of rare occurrence, and he was happily led to the study 
of nature herself, whom he found to be his best instructor, after the 
necessary knowledge of his craft had been acquired. 

In 1803, when Crome was thirty-four years of age, he gathered 
about him a number of local amateurs and artists and founded “ The 
Norwich Society of Artists,” some of whom have since become as popu- 
lar in England as the more celebrated “ Barbizon School ” now is in 
France. He was its president and leading spirit and most distinguished 
member. He occasionally sent a picture to the Royal Academy, but his 
interests were centred in his native Norwich, where he had become a 
recognized authority in Art. 


In his own day his fame was purely local, and it was not until an 
exhibition of his works was held at Burlington House that the world 
found out how great a master “ Old Crome ” was. He is represented 
by five examples in the South Kensington Museum; and by three in 
the National Gallery. Two of the latter, “ The Windmill ” and 
“ Mousehold Heath,” are so fine that they entitle him to rank among 
the great landscape painters of the world. 

John Crome died in 1821, after a few days of illness, in the fifty- 
second year of his age. 


CHARLES FRANCOIS DAUBIGNY 

o 

1817—1878 

Charles Francois Daubigny, the youngest of the men now known as 
the Barbizon painters, was bom in Paris in 1817. His father was a 
teacher of drawing, and his uncle and aunt were miniature painters of 
enough importance to have their work exhibited at the Salon. With 
strong inherited artistic tastes, pencils and paint naturally became the 
playthings of his youth, and long before he had reached his majority 
they were the means of his daily livelihood. He began his artistic work 
by ornamenting articles of household use. He afterwards learned the 
art of engraving and etching, and became an illustrator of books. In 
painting he was a pupil of Paul Delaroche. 

Daubigny, more than any other man of the Barbizon School, was 
a painter of delightful pictures. He had a singular appreciation, not 
only of what was lovely in itself, but what was pictorially beautiful as 
well. Ugliness had no place in his domain of art, least of all as a theme 
for technical display. 

Although Daubigny loved the orchards, the vineyards and the fields, 
it was the beauties of the Oise and the Marne and the Seine which finally 
furnished him the subjects of so many pictures during the later and 
best period of his life. In them we find the most delightful scenes in 


nature presented with the frankness and directness of a child, but with 
the grasp and touch of a master. Yes, M. About is right. We do love to 
linger over Daubigny’s pictures. In addition to many other qualities, 
they possess this potent charm: they are restful, peaceful, refreshing; 
and after the fretful annoyances of the day, which come to us all, their 
influence is at once a song and a benediction. 


CAMILLE HIPPOLYTE DELPHY 
Contemporary 

Was born at Joigny, France, studied under Corot and Daubigny, and 
took his first Salon medal, 1884. He has adopted, to a great extent, the 
same choice of subjects as the last-named master, but paints them with 
an individual freedom of touch. 


NARCISO VIRGILIO DIAZ 
1808—1876 

Diaz- — of Spanish descent- — was third member of the Fontainebleau 
group. A Frenchman only by the accident of birth, he became one of 
the Fontainebleau men by the accident of acquaintance. At Sevres, 
where as a boy he was decorating pottery, he knew Jules Dupre, and 
it was probably through Dupre that he met Rousseau and virtually be- 
came his pupil. But before Diaz knew Fontainebleau or painted its 
landscape he had served his time in Bohemian Paris, painting small 
figure pictures under the influence of Correggio, Prud’hon and Dela- 
croix. These fanciful little pictures of nudes, and of groups in rich 
costume, the subjects for which he got out of books and his own per- 
fervid imagination, he executed with little labor and got for them little 
money. It is said that he sold them for five francs apiece, but the num- 


ber of them was so large that even at that price he managed to live 
comfortably. 

s 

But these were the years of his groping in the dark. He was mas- 
terless, homeless, quite adrift. When he joined the Fontainebleau band 
and came under the sway of Rousseau’s serious personality, Diaz him- 
self grew serious and took up landscape painting with an earnest spirit. 
He never forgot his early days of decoration; his Arabian Nights 
fancies never entirely left him. Even when he was painting his noblest 
landscapes, he was often giving them a romantic interest by introdu- 
cing small figures of bathers at a pool, figures of riders, huntsmen, 
woodsmen, gypsies. The landscape he did directly from nature, in the 
forest or on its outskirts, but the figures were figments of his brain, 
probably put in as an after-thought for mystery and color effect. The 
landscape hardly needed the added figures for mystery, for Diaz had 
a way of putting weirdness and romance in the light and air, in the 
quiet pools, in the trees themselves. With all their fascinating charm 
there was something solemn and impressive in his wood interiors. Still, 
it cannot be said that his work suffered by the introduction of figures. 
They lent brightness, liveliness, accent to the scene, and above all they 
were the high-pitched color notes of the composition. Diaz had a color 
sense of his own which none of the masters who influenced him in art 
could eradicate. 


MARIE DIETERLE 
Contemporary 


Daughter and pupil of Emile van Marcke, Marie Dieterle was bom 
at Sevres. She has devoted herself to subjects involving landscape and 
cattle, and possesses the gift of suggesting the relation between the 
two. Her cattle are strong and lusty, drawing their nourishment from 
the rich pastures, and breathing the pure air of healthy, invigorating 
skies. She is a skilful draughtsman, representing the character as well 
as the formation of the animal, and paints with a full and free brush 


which suggests equally the juicy vigor of the vegetation and the robust 
velvetiness of the animal’s hide. Her father’s method was scarcely more 
virile. 


HUBERT DROUAIS 
1699—1767 

Hubert Drouais was a portrait painter, born at La Roque, in the 
Department of Eure, 1699. He was a pupil of De Troy, in Paris. 
Drouais painted a long line of portraits of the royal family and of 
the courtiei-s, favorites and most eminent personages of his time. Many 
of his portraits are well known from engravings. He was esteemed as 
an original and strong painter. Hubert Drouais died in Paris, 1767. 


JULES DUPRE 
1812—1889 

It seems only yesterday that Jules Dupre died, and yet he and Rous- 
seau were the moving spirits who started the Fontainebleau School far 
back in the 1830’s. He alone of the original group lived to see the 
work of the school appreciated — lived to see Rousseau acclaimed a 
prince and Millet crowned. He was born in the same year with Rous- 
seau, met him early and was his life-long friend and champion. They 
started painting together, and it is not possible now to determine who 
deserved the greater credit for the new movement. Suffice it to say that 
between them the naturalistic landscape of modern French art was 
founded. 

Doubtless these life-long friends, by the interchange of ideas and 
the comparison of methods, influenced each other somewhat. At any rate 
there seems not a great deal of difference in their points of view, apart 


from the personal equation which neither of them could or would re- 
linquish. Dupre himself said that they used to go into the forest and 
saturate themselves with truth, and when they returned to the studio 
they squeezed the sponge. Yes ; but it was a slightily different sponge 
that each squeezed. The individualities of the men were not the same. 
Dupre had a melancholy strain about him, and all his life was a some- 
what lonely man. He was at his happiest when by himself with the 
storms of nature. He preferred nature in her sombre moods, and was 
forever picturing gathering clouds, sunbursts, dark shadows, swaying 
trees, wind-whipped waters and the silence after storm. This love of 
the dark side of nature appears as a personal confession in almost all 
of his work. It was his individual bias which distinguished him from 
Rousseau, who was fond of the sun and its brilliant colors. Yet beneath 
the rough aspects of nature Dupre saw with Rousseau the majestic 
strength, mass and harmony of the forest; saw the bulk and volume 
of the oaks, the great ledges of moss-covered rock, the sweeping lines 
of hills, the storm light, the voyaging clouds, the vast aerial envelope. 


EUGENE FROMENTIN 
1820—1876 

Was born at La Rochelle in 1820. He was the son of a successful law- 
yer and intended to follow his father’s profession. But after receiving 
his diploma in Paris, at the age of twenty-three, he was taken ill, and 
as a pastime took up the study of drawing. He soon discovered that 
his tastes were stronger in the direction of art than toward the prac- 
tice of law, and he became a pupil of Cabat and Remond. He had visited 
Algeria as a youth, and, attracted by Marilhat’s paintings of the 
Orient, now made up his mind to return to that country. He accord- 
ingly spent three years there — 1846 and 1848 and 1852. In 1847 he 
first exhibited at the Salon, and in a few years was recognized as the 


most sympathetic and poetical painter of Oriental subjects, and be- 
came, indeed, the leader of a school. Meanwhile he established his repu- 
tation as a brilliant and facile writer, not only as a critic of art, but 
as a novelist. He received medals at the Paris Salon in 1849, 1857 and 
1859, and at the Exposition in 1867. He was made Chevalier of the 
Legion of Honor in 1859 and Officer in 1869. His death occurred in 
1876. 


THOMAS GAINSBOROUGH, R.A. 

1727—1788 

Four years later than Sir Joshua Reynolds, Thomas Gainsborough 
w r as born in 1727 at Sudbury, Suffolk County, England. When a lad 
of fourteen or fifteen, he went to London to study the art of painting. 
He remained three years a member of St. Martin’s Lane Academy, and 
at eighteen years of age returned to his native town an accomplished 
painter. When Sir Joshua was eighteen years of age, he had just 
started for London to commence his studies of art, while Gainsborough 
at that age had finished his art training there and had begun his pro- 
fessional work. To many persons outside of England, Gainsborough is 
known only as the great portrait painter who divided with Sir Joshua 
Reynolds the applause of his countrymen. But it ought never to be 
forgotten that, great as he was in portraiture, he was equally great in 
landscape painting. 

The tenderness and the passionate impulse of Gainsborough’s na- 
ture, so often seen in his landscapes, find expression also in his por- 
traits. His love of color was greater than his love of form. In his por- 
traits we occasionally discover defects in drawing, but they are not due 
so much to his inability to draw correctly as to a slight carelessness 
in minor details, and his absorption in important things, as the grace, 
the elegance, the personal character, the air of distinction which he 
gave to his subject. Besides all this he makes you feel that his portraits 


are distinct personalities; that they are alive — so much so, that they 
often seem as though about to speak. Gainsborough, moreover, has 
this distinction, that among all the painters of his country and time, 
and indeed almost among the painters of any country and time, he 
stands alone as one equally great in landscape and in portraiture. In 
his own day as a landscape painter he was without a peer; while in 
portraiture he divided supremacy in Sir Joshua’s chosen field of art. 


ADRIAN HANNEMAN 
1611—1680 

He was born at The Hague in 1611, and was a pupil of Jan van Rave- 
steyn. He became a successful portrait painter in his native city, but 
was induced to go to England by the encouragement given to the arts 
by Charles I., and, following Van Dyck to that country, painted there 
for sixteen years with success. He returned to Holland at the beginning 
of the civil war, became the court painter to Mary, Princess of Orange, 
and in 1665 the director of the Academy at The Hague. He occasion- 
ally painted historical subjects, but he is best known by his portraits, 
which are much in the Van Dyck manner. He died at The Hajrue in 
1680. 


HENRI HARPIGNIES 
1819— 

We confront a passionate lover of art in Henri Harpignies. His birth- 
place was Valenciennes; his advent, July 28, 1819. Equally in oil and 
water colors he has taken highest rank. He studied with Achard, visited 
Italy and made his manners to the Salon in 1853, since which date he 


has exhibited regularly. His “ Evening in the Roman Campagna ” re- 
ceived a medal in 1866, which was so cordially granted that it repaired 
somewhat the neglect of the year preceding. This picture is at the 
Luxembourg. He was medalled in 1868 and 1869; Second Class, 1878; 
Legion of Honor, 1875 ; Officer, 1883. Harpignies came of a wealthy 
family of merchants, who restrained his tendency to art. He was 
twenty-seven years old when he appeared in the studio of Achard, who 
was the dignified embodiment of academic methods. In the foreground 
of our time, his figure, tall, robust, square-shouldered, groups natu- 
rally, though much younger, with Diaz, Rousseau and Dupre. His pro- 
ductions affirm that landscape art was not buried when Corot died. 


JOHN HOPPNER 
1758—1810 

John Hoppner was the son of a Hanoverian w’ho held a small position 
at the court of George III. His mother was one of the minor attendants 
on the queen. Under the patronage of the king he became one of the 
choristers in the Royal Chapel, and in his leisure time studied art at 
the Royal Academy. The Crown Prince George, afterwards Prince 
Regent and King George IV., had become his friend during his boy- 
hood, and exercised his influence to advance him as an artist, with 
the most successful results. He became portrait painter to the Prince 
of Wales, and the most dangerous rival of Sir Thomas Lawrence, be- 
fore he was thirty years of age. In 1795 he became a Royal Academi- 
cian. All the courtiers who flocked about the Prince of Wales solicited 
sittings from him. His material prosperity was probably unprecedented 
in the history of English art. He w'as a painter of a fine, ripe style of 
color, and a ready grasp of character, so that his merits as an artist 
were quite sufficient to insure his prosperity. In his social relations he 
was a thorough man of the world, witty, good-natured and adaptable 
to any company into which he might be cast. His portraits of women 


and children show him at his best, but he has left some male portraits 
of much force. His pictures, having been held for so many years in 
private families, have always been extremely rare and difficult to pro- 
cure, and even now, with the breaking up of estates and the distribution 
of heirlooms in England, are very far from common. 

Hoppner ranks as one of our finest portrait painters, and is one of 
the richest colorists of the English school. For about twenty years, 
from 1790 to 1810, he and Lawrence divided the world of fashion be- 
tween them, and his death left Lawrence without a rival. Their styles 
are individual and easily distinguished. In Hoppner there is more of 
sentiment, simplicity and mellow harmony of color; in Lawrence, more 
of spirit, brilliancy and precision of drawing character. Both were re- 
markable for cultivation of mind and courtly elegance of manner, but 
very essentially different in temperament and character. 


CORNELIS JANSSENS 
1590—1655 

Cornelis Janssens was bom at Amsterdam. There is no particular 
record of his early studies, but in 1618 he was in England, as court 
painter to James I. He appears to have been highly successful there, 
and among the historical portraits remaining of him are the fine ones 
of the Princess Elizabeth, afterwards Queen of Bohemia; Sir George 
\ illiers, the father of the Duke of Buckingham ; the King himself, and 
his sons, Princes Henry and Charles, the latter afterwards Charles I. 
He returned to Holland when the troubled times of Charles’s reign 
came to a head, and died there in 1655. Among his sitters was John Mil- 
ton, and his portrait of the bard is the accepted authority as a likeness. 
Though he had not the freedom of hand and the grace of Van Dyck, 
yet in other respects he was deemed his equal, and in finishing his 
superior. 


SIR GODFREY KNELLER, BART. 
1646—1723 


He was born in Liibeck, August 8, 1646. He was destined for a mili- 
tary career and sent to Leyden to study mathematics and the science 
of fortification. While there he began to show taste for art, and his 
father sent him to Amsterdam, where he entered the school of Rem- 
brandt, and afterwards studied under Ferdinand Bol. In 1672 he went 
to Rome and studied under Carlo Maratti and Bernini, and thence 
proceeded to Venice, where he painted a number of successful portraits. 
On his return from Italy he settled in Hamburg, and a merchant of 
that city urged him to try his fortune in London. He accordingly went 
to England in 1674, where he became a popular and successful por- 
traitist, painting not only the Royalty of England, but of France, 
Russia and Spain, and most of the important personages of the day. 
He was knighted in 1692 and created a baronet in 1715. He died at 
Twickenham, November 7, 1723. 


NICOLAS DE LARGILLIERE 
1656—1746 

He was born in Paris, October 10, 1656. He was taken to Antwerp by 
his father at the age of three years and to England at the age of nine, 
where he remained nearly two years, returning to Antwerp at the end 
of that period. He began his art studies under Antoine Goubeau, a 
painter of landscape and architecture, and was received into St. Luke’s 
Guild in 1672. Two years later he went to England for the second 
time, where he worked under Sir Peter Lely and also on his own account, 
painting Charles II. and several of the nobility. In 1678 he went to 
Paris, where he soon gained a great reputation, not only as a por- 
traitist but as a historical painter, and for his great accomplishments 


/ 

in the latter branch of the profession he was made a member of the 
Academy in 1686, in which institution he filled successively all the 
posts of honor. He died at Paris, March 30, 1746. 


SIR THOMAS LAWRENCE 
1769—1830 

Though more polished and less powerful a painter than Reynolds, 
Gainsborough and Romney, Thomas Lawrence became their successor 
in the field of portraiture. He was born at Bristol, where his father 
kept an inn, in 1769, and began to earn money as a boy of ten by 
drawing crayon portraits. At seventeen he began to paint in oils. He 
became a favorite of George III., who had him paint the Queen and 
the Princess Augusta, which aroused a fashionable demand for por- 
traits from his hand. In 1815 he was knighted, and in 1820 he suc- 
ceeded Benjamin West as President of the Royal Academy. 

William Etty, who was a pupil of Lawrence, wrote of him in his 
memoirs: “ Lawrence’s execution was perfect, playful yet precise, ele- 
gant yet free ” ; and states that it put him in such despair of ever be- 
coming a painter that he often felt “ ready to run away,” and sacrifice 
the hundred guineas which his master had charged for receiving him 
as a student. Lawrence died wealthy, and left, like Reynolds, a remark- 
able collection of works of art formed abroad and at home. 


MADEMOISELLE JEANNE PHILIBERTE LEDOUX 

1767—1840 

Was born in Paris, 1767. She was the favorite pupil of Greuze, in whose 
manner she painted ; indeed, so closely did she follow his style and meth- 


ods, that many of her pictures have been wrongly ascribed to her 
master. Mile. Ledoux exhibited with great success at the various Salons. 
Her death occurred in 1840. 


SIR PETER LELY 
1618—1680 

■Sir Peter Lely’s real name was Van der Faes. His father was a “ cap- 
tain of foot,” who, having chanced to be born in rooms over a per- 
fumer’s shop which bore the sign of a lily, took, fantastically enough, 
the name of Du Lys or Lely, which he transmitted to his son. Sir 
Peter Lely studied art as a pupil of Peter de Grebber at Haarlem, and, 
encouraged by the success of Van Dyck in England, went to that coun- 
try in 1641. He commenced there as a painter of landscape and his- 
torical subjects, but upon the death of Van Dyck Charles I. raised him 
from obscurity by employing him as painter to the court. An eminently 
courtly and politic man, he not only made a profitable place for himself 
under the king’s favor, but held his own under Cromwell during the 
Protectorate. His portrait of Cromwell is almost the only one of the 
Lord Protector which is reliable as a historical document. In his early 
stage in England Lely imitated Van Dyck, whose portraits were then 
at the head of fashion, but he later indulged his own style, which ran 
to warmer colors and more minuteness of execution. He married an 
English lady of good family, kept up the household of a nobleman 
and gathered great riches by his art. Charles II. knighted him upon 
his restoration, and he painted for the king his famous series of por- 
traits of the beauties of the court, which is so well known from the en- 
gravings. He was a powerful draughtsman, and, though his paintings 
often suffered from the necessity of flattering his sitters, his pencil 
hand was always honest and truthful. Lely’s sitters were mostly women, 
among them Mistress Anne Killigrew, Dryden’s “ Youngest virgin 


daughter of the skies.” It was Cromwell who gave Lely these direc- 
tions : 

“ I desire you will use all your skill to paint my picture truly like 
me, and not flatter me at all ; but remark these roughnesses, pimples, 
warts and everything as you see me; otherwise I will never pay a far- 
thing for it.” 

Throughout his life Lely was fond of splendid festivities and the 
pleasures of the table, and the penalty overtook him in 1680, when he 
was struck down by an apoplexy, f rom which he never revived. 


ANTON MAUVE 
1838—1888 

At the Centennial Exposition in Philadelphia, a picture which made 
its mark in the exhibit from the Netherlands was called “ Hauling Up 
the Fishing-boat.” It was one of those sincere and simple efforts at the 
transcription of nature in which Dutch art is supreme. The painter 
was Anton Mauve, a man no longer in the flower of youth, but of an 
energetic nature and a fresh and spirited style. He was a native of 
Zaandam, bom there in 1838, and had been a pupil of P. F. Van Os, 
but evidently owed most of his art to himself and to the foundation of 
all art — that universal mother at whose breast genius is nourished with 
a vitality that perennially renews itself. Among the earlier pictures of 
Mauve one may discover traces of his master in a painstaking finish, 
a sleek and smooth execution, and a tendency to pleasant color without 
fibre or strength. When he freed himself and went forth to his studies 
in the fields, his manner changed as if within a day. Breadth of execu- 
tion, simplicity of material, a close observation of the variations of 
nature, characterized it. The student, having learned the substantial 
processes of painting, became the artist, susceptible to the fleeting im- 
pressions of the scene, swift to grasp and strong to execute them. Al- 


ways well sustained by the Dutch collectors, he was also the recipient 
of universal European honors. His picture “ Sheep Coming Out of 
a Forest ” received a medal at the Salon of 1887, the only recognition 
he had received in France. For this picture it is said Mauve received the 
sum of six hundred dollars ; it was recently sold at public sale by the 
American Art Association, in the Thomas E. Waggaman Collection, 
for the record price of $40,200. His death in 1888 was lamented as a 
loss to the art of the world, as well as to that of his native Holland. In 
water-color painting, as in oil, Mauve enjoyed distinguished eminence; 
and his later subjects, in both media, were extracted from the rural life 
of Holland, and largely from its pastoral side. 


PIERRE MIGNARD 
1610—1695 

About the time that the Grand Monarch declared “ L’etat, c’est moi,” 
he recalled Mignard to Fontainebleau. Following upon his student days 
under Jean Bourcher of Bourges and later with Vouet in Paris, Mi- 
gnard had been living for twenty-three years in Rome, painting frescoes 
in churches and portraits of notable men, including the popes Urban 
VIII. and Alexander VII. He returned home to become the rival of 
Lebrun and gradually to succeed to his honors. He painted the portrait 
of the king, and at once it became the fashion to sit to Mignard. He 
executed important decorations; amongst others, the cupola of Val- 
de-Grace for the queen-mother and the hall of St. Cloud for Philippe 
d’Orleans. After Lebrun’s death he became first court painter and 
director of the Gobelins, and enjoyed the distinction of being elected 
on one day member, rector, chancellor and director of the Academy. 
Death came upon him five years later, while he was attempting to exe- 
cute the design he had made for the dome of the Invalides. He was 
called “ The Roman ” ; his style being reminiscent, particularly of the 
Carracci and Carlo Dolci. 


ADOLPHE MONTICELLI 


1824 — 1886 

In his early period Monticelli showed a very strict observation of na- 
ture; later he stands forth as a magician of color, with a brain that 
transferred everything into a brilliant fantasy of colors — colors that 
have the wild melody and heedless luxuriousness of gypsy music. 

He was born October 24, 1824, at Marseilles, whither his family had 
migrated from Italy. After passing through the art schools of that 
city, he betook himself to Paris in the middle of the forties, and, 
through his friendship with Diaz, was brought into connection with 
picture dealers and purchasers. Having means, he built himself a hand- 
some studio, and affected the manners of an old Venetian, dressing in 
velvet costumes and wearing a large gray Rubens hat. Napoleon III. 
bought pictures of him, and towards the end of the Second Empire he 
was on the road to fame. Then came the crash of 1870. He returned 
to Marseilles, and there remained until his death in 1886, resisting all 
attempts of his friends to lure him back to Paris, and troubled with no 
ambition or desire of fame. \ 


JEAN MARC NATTIER 
1685—1766 

He was the son of Jean Marc Nattier, a portrait painter, and of 
Marie Courtois, a distinguished miniaturist, and was born at Paris, 
March 17, 1685. He was a pupil of his father, and w T on the first prize 
of the Academy in 1700. He made drawings for engravings of the 
series of Medici pictures by Rubens, and made such a reputation as a 
portrait painter that in 1716 he was selected by the Russian minister 
to paint the portrait of Peter the Great, who was then at Amsterdam. 
Besides his portraits, for which he was chiefly distinguished, he exe- 
cuted a number of imaginative works, and was received into the Acad- 


emy in 1718 on account of the great success of his painting, “ Perseus 
Bringing the Medusa’s Head to the Marriage Feast of Phineus.” After 
1720 he devoted himself entirely to portraiture. He died at Paris, No- 
vember 7, 1766. 


JOHN OPIE 
1761—1807 

Was born 1761, and was elected a member of the Royal Academy in 
1788. He was the precocious son of a family of house carpenters in a 
village near Truro, in Cornwall. As a boy of ten years he commenced 
to draw and paint, at the same time going to school and working in his 
father’s shop. His facility as a painter made him quite famous in the 
village, and eventually attracted the attention of Dr. Wolcot, well 
known in literature under the pseudonym of “ Peter Pindar,” who was 
at that time established as a practising physician at Truro. Wolcot, 
after a manner, became his patron, took him into his own house, gave 
him what instruction he could in painting, being an amateur artist 
himself, and finally launched him as a portrait painter. He wandered 
about the country for some years, painting portraits of the tradesmen 
and yeomen, their wives, children, and even their pet animals, and at 
the age of twenty Dr. Wolcot took him to London. Early in his career 
in London, Opie married a woman who eloped from him with one of his 
sitters, and he obtained a divorce from ber. His second wife, Maria Opie, 
was his devoted companion and his best biographer. Personally he w 7 as 
a curious mixture of worldly common sense and artistic idealism. His one 
ambition was to make a fortune and then enjoy life at his ease, yet he 
constantly rejected opportunities to make money at the expense of his 
reputation as an artist. His blunt and uncompromising manner fright- 
ened away from him many sitters for portraits, but he always consoled 
himself by the reflection that others would come in due time — and they 
did. He was never idle. When he was not painting he was writing on art, 
or lecturing on it, and his series of lectures as professor at the Royal 


Academy are of value. As a painter he was bold, strong and realistic. 
* As a man he was an original, good-hearted and rough-mannered. The 
last picture which he painted was a portrait of the Duke of Gloucester. 
It was placed at the foot of his deathbed, so that he could see it before 
it was sent to the Exhibition, and he was dead before the doors of the 
Exhibition were opened to the public. His death occurred April 9, 1807. 


AM ABLE LOUIS CLAUDE PAGNEST 
1790—1819 

He was born at Paris, June 9, 1790, and studied under David, 
whose method he followed persistently and with considerable success. 
He painted portraits which are distinguished by great fidelity to de- 
tail and by their elaborate finish. They are few in number, and two of 
the best, those of M. de Nanteuil-Lanorville and of General de Salle, 
hang in the Louvre. His “ Mort de Lucrece,” the most important figure 
picture he painted, is in the Museum at Angers. He died at Paris, May 
25, 1819. 


FRANS PORBUS 
1570—1622 

Was born in Antwerp in 1570. He was a son and pupil of Frans Por- 
bus the Elder. Died in Paris, 1622. This remarkable and powerful man 
in the earlier art of France was not a Frenchman by birth, but a 
Fleming. His father, Frans Porbus the Elder, the name having been 
gallicized when the son, who was named after him, settled in France, 
was a painter of ability, and his son studied under him, and worked for 
a considerable time in Belgium, whence he went to Italy as court 
painter to the Duke of Mantua. At the commencement of the seven- 


teenth century he was attached to the court of Henry IV. of France 
as royal painter, and after the assassination of Henry he remained in 
Paris. He painted several portraits of Marie de Medicis, the Queen 
Regent after her husband’s death, and remained in favor as her court 
painter until his own demise. Porbus’s greatest works were produced 
during his sojourn in France, and he is ranked as a French artist in 
spite of his Flemish origin and schooling. 


SIR HENRY RAEBURN 
1756 — 1823 

Was born at Stockbridge, March 4, 1756. He was made Royal Acad- 
emician in 1815, and was elected to honorary membership to the 
Academy of Florence, the National Academy of Design in New York, 
the Academy of Arts at Charleston, S. C., and a number of other art 
institutions. He died July 8, 1823. Henry Raeburn was the son of a 
small mill owner of Scotland. He lost his parents while a child, but by 
the care of his elder brother, who carried on his father’s business, was 
educated at Heriot’s School, and at the age of fifteen apprenticed to 
a goldsmith, with whom he learned chasing and engraving. In his 
leisure time he copied engravings and essayed painting ; and his master, 
who was a very sympathetic and worthy man, took great interest in 
his efforts, encouraged him in them and obtained him customers for 
miniature portraits, which he painted with much skill. He had some 
lessons in painting of a larger scale from a mediocre portrait painter 
named Martin, but in the main was self-taught. At the age of twenty- 
three, when he had won for himself an independent position in Edin- 
burgh, he went to London, where he made the acquaintance of Sir 
Joshua Reynolds, and acting upon his advice, spent some years in 
study in Italy, returning in the end to establish himself in Edinburgh, 
where his fame soon ranked him as second only to Sir Joshua in 
London. He was a diligent and methodical worker, and during forty 


years lived a busy and prosperous life, occasionally exhibiting at the 
Royal Academy, but remaining faithful to his native heath, where he 
indulged in his passion for architecture by speculations in building 
which brought him much profit. He was a successful amateur gardener 
and florist, an inventor of new models of ships and boats, and a devotee 
of the belief in perpetual motion, in which he was an indefatigable 
experimenter. In 1822, when George IV. made his visit to Scotland, he 
was knighted by the king, and appointed King’s Limner for Scotland, 
an honor he did not long live to enjoy. He was most successful in his 
male portraits, which are painted with a singular vigor and force of 
characterization, and a fine feeling for rich and ripe color, and while 
he has been called the Reynolds of the North, he was, as far as his 
men’s pictures were concerned, an even more powerful painter than his 
London prototype. The collections of the private families of Scotland 
are rich in examples of his art, for in his time he painted most of the 
nobility and gentry of his native land, and but few of his pictures have 
found their way into the hands of the general public. 


SIR JOSHUA REYNOLDS, P.R.A. 

1723—1792 

Sir Joshua Reynolds was born at Plympton, Devonshire, England, 
July 16, 1723. When eighteen years of age he went to London and 
became the pupil of Hudson, who has been characterized as the most 
distinguished “ portrait maker ” of that time. His connection with his 
teacher was destined to an abrupt termination before it had lasted quite 
two years. It is said that Reynolds painted the portrait of an old ser- 
vant woman in the house with such astonishing success that the master 
became jealous of the applause his pupil received and dismissed him 
from his studio. 

When twenty-six years of age, Reynolds went to Italy to complete 
his study of art. He remained there three years, studying the works 


of Titian and Paul Veronese and the other great masters of the Italian 
School. 

Pie returned to England in 1752 and began at once the practice of 
his profession. The painters whom he had left behind him with one 
accord condemned his style, and his old teacher, Hudson, was loudest 
in his denunciation. Reynolds, how r ever, pursued the even tenor of his 
way and speedily acquired fame and fortune. In the year 1758 he is 
said to have painted more portraits than in any other year throughout 
his life. 

When the Royal Academy was founded, Reynolds was made its first 
president and was knighted by the king. He held the office for twenty- 
one years, and retired amid expressions of universal and profound 
regret. As a rule, his pictures were unsigned. A notable exception is 
found in his famous painting of “ Mrs. Siddons as the Tragic Muse,” 
now in possession of the Duke of Westminster. When the work was 
finished, the great painter said to the equally great actress, with courtly 
grace, “ Madam, allow me to go down to posterity on the hem of your 
garment,” and on the edge of her dress he traced these words, “ Rey- 
nolds pinxit.” 


AUGUSTE THEODULE RIBOT 

1823—1891 

He was born at Breteuil (Eure), August 8, 1823, and when he was 
twenty-four he went to Paris, entered the studio of Glaize the Elder 
and occupied himself diligently in copying Watteau’s pictures in the 
Louvre and elsewhere. Ten years later he had his first success in the 
Salon with his picture “ Les Cuisiniers,” which is w T ell known everywhere 
through the etching. Several of his pictures are in the Luxembourg. 
He received medals in the Salon in 1864 and 1865, and at the Exposi- 
tion Universelle of 1878, when he was decorated with the Cross of the 
Legion of Honor. During the siege of Paris in 1870 his studio was 


burned, most of his property destroyed and he retired to Brittany, 
where he continued to work until his death, which occurred at Colombes, 
September 11, 1891. 


GEORGE ROMNEY 
1734 — 1802 

George Romney was the son of a carpenter and cabinetmaker. The 
boy worked at first for his father, as a wood-carver, and seems to have 
begun to paint at about the same period. At the age of nineteen he 
was placed in a sort of apprenticeship to a wandering portrait painter 
named Steele, and at twenty-two married, against the wishes of his 
family, and set up as a portrait painter, to make his own living. In 
1 i 62 he broke his comiubial connection, never to resume it until he was 
broken down by age and disease, and settled in London as a painter of 
portraits and history. He appears to have sent money for the support 
of his family, but his personal relations with them positively ceased. 
His historical pictures won him no reputation, though they doubtless 
made some money for him through the publication of engravings of 
them, but in portraiture he ranked second only in favor to Sir Joshua 
Reynolds. It was now that the one romantic episode of his career be- 
gan. In the course of seeking for a model he found a coffee-house girl 
named Emma Hart or Emma Lyon, whom he employed, and with whom 
he became involved in a sentimental complication. He painted her in an 
almost endless sequence of ideal and realistic subjects, and the connec- 
tion endured until she tired of it herself, and married one of Romney’s 
patrons, a Scotch peer and art connoisseur, Sir William Hamilton, 
through whom she became acquainted with Lord Nelson, her connec- 
tion with whom is historical. Romney was for a time completely over- 
come by her abandonment of him, and he probably never quite recov- 
ered from it. In order to distract his mind he travelled into Italy, which 
was, pei haps, the "worst thing he could have done, since, instead of 


removing him farther from his faithless light o’ love, it brought him 
nearer to her, Sir William Hamilton being at the time the British 
Ambassador at the court of Naples. However, separated as they were, 
they seem to have remained good friends until Romney’s death. His 
mind had been failing for a long time, and he finally fell into a condi- 
tion of hopeless imbecility, which was illumined by scarcely a gleam of 
intelligence, in which state he was cared for by the wife whom he had 
abandoned years before. As a portrait painter he divided popular favor 
with Reynolds and Gainsborough. His persistent hatred of the former 
prevented his becoming a Royal Academician, though Reynolds himself 
would have advocated his election had he condescended to stand for it. 


JOHN RUSSELL 
1744 — 1806 

John Russell, one of the good portrait painters of the early English 
school, was born at Guildford in Surrey, 1774. He commenced by paint- 
ing the portraits of the notables of his county, and by his savings from 
the proceeds of these precocious works was enabled to go to London and 
become a pupil of Francis Cotes. He followed the style of Cotes, both in 
his oils and his. crayons, throughout his life, which was a prosperous one. 
In 1788 he was elected a member of the Royal Academy. His works in 
pastel are highly esteemed by connoisseurs and much sought after. He 
died in London in 1806. 


CHARLES ANDRE VANLOO 
1705—1765 

Called the Cavaliere Carlo Vanloo; was the younger brother of Jean 
Baptiste and was bom at Nice in 1705. He was first instructed by his 


brother, whom he accompanied to Rome, and studied some time under 
Benedetto Luti. He visited Paris in 1723, where he gained the first prize 
for historical composition, and was employed by his brother in repairing 
the paintings of Primaticcio in the Palace of Fontainebleau. In 1727 he 
again went to Italy, and passed some time at Rome, diligently studying 
the works of the best masters. In that year he drew the prize in design 
at the Academy of St. Luke, and afterwards painted his magnificent 
composition in a vault of the Church of S. Isidore, representing the 
apotheosis of that saint. He also studied sculpture for some time, and 
gained a prize by his proficiency in that art. His pictures of St. Francis 
and St. Martha gained him a pension from the Due d’Antin, and the 
Pope conferred on him the honor of knighthood. Thus elevated to dis- 
tinction, he was invited to the court of Turin, where, according to 
Lanzi, he executed more works than his brother had done, the principal 
of these being a series of subjects from the “ Jerusalem ” of Tasso, in 
the royal palace. In 1734 he returned to Paris, and was admitted into 
the Academy the year following, on which occasion he painted his pic- 
ture of “ Apollo and Marsyas ” as his reception piece. He soon acquired 
great distinction, and was one of the most popular artists of his time. 
After his admission to the Academy he was first appointed assistant 
professor, and afterwards director. In 1752 Louis XV. conferred upon 
him the honor of knighthood, and appointed him his principal painter, 
with a liberal pension, which situation he enjoyed till his death. He died 
in 1765. 


ANTOINE VESTIER 

1740—1824 

He was born at Avallon, April 28, 1740, and was a pupil of Jean Bap- 
tiste Marie Pierre, who was the director of the Academy in Paris and 
the painter by appointment to the Duke of Orleans and to the king. 
He travelled a long time in Holland and England, and later settled 
in Paris, where he became a successful portrait painter. Three female 


portraits by him hang in the Louvre, and his portrait of Pierre is in 
the Ecole des Beaux Arts. He was received into the Academy in 1786- 
He died at Paris, December 24, 1824. 


ANTOINE WATTEAU 
1684—1721 

This charming painter of genre subjects was born at Valenciennes, 
October 10, 1684. He went to Paris, after some preliminary studies in 
his native city, and became a pupil of Claude Gillot, a painter, en- 
graver and designer of grotesque figures and ornaments. Later he 
studied under Claude Adran 3d, the decorative painter, and exhibited 
two pictures, for which he was elected to the Academy in 1717. He 
was a diligent copyist of the masterpieces of Rubens and Paul Vero- 
nese, whose works he greatly admired. His numerous pictures of shep- 
herds and shepherdesses, comedians and dancers, and similar subjects, 
many of them humorous, all full of grace and charm and painted with 
a remarkably skilful touch and an extraordinary freshness of color, 
gained for him a great reputation, which has steadily increased with 
time. He died at Nogent-sur-Mame, July 18, 1721. 






CATALOGUE 



SALE ON FRIDAY EVENING 


MARCH 31st, 1905 
AT MENDELSSOHN HALL 

BEGINNING PROMPTLY AT 8.30 O’CLOCK 


No. 1 

AUGUSTIN THEODULE RIBOT 

1823 — 1891 


LE PAYSAN 

The head and shoulders of a sturdy old peasant, his wrinkled 
and weather-beaten face suggesting a long life of toil and 
exposure, alleviated by his sense of humor and his love of the 
good things which come in his way, this temperament indi- 
cated by his small, twinkling eyes, his thin, mobile upper lip 
and the general cast of his features in form and color. The 
head is in three-quarters view to the left, and in full, strong 
light falling from above. He wears a medium-sized black felt 
hat, a collarless coat with large buttons, a white neckerchief 
and a brown waistcoat. 


Signed, at the lower right, Ribot. 


Height, 21% inches; width, 18 inches. 


SIR THOMAS LAWRENCE, P.R.A. 

1769—1830 


PORTRAIT OF MR. ROMILLY 

The figure of a gentleman seated in a mahogany easy-chair 
upholstered with yellow plush. His right elbow rests on the 
arm of the chair, and in his left hand he holds an open letter. 
The figure is in three-quarters view to the right. He wears a 
dark gray coat with full roll collar and a white neckerchief. 
It is painted on ivory, and the head is somewhat larger than 
the ordinary miniature. 


Height, 10 inches; width, 8 y 2 inches. 


No. 3 


EUGENE FROMENTIN 

1820—1876 


AT CAIRO 

A pool of water gleams in the broad shadow which covers the 
sandy waste of land in the foreground. In the middle distance 
is a corner of the town with a great square tower rising above 
the trees, and a high wall showing here and there under the 
lofty palms. On the right is a broad passage of sunlight illu- 
minating the plain, with a line of buildings and sandy hills be- 
yond. The sky is covered with a thin veil of vapor in the soft, 
warm light of the afternoon sun. 


Signed at the lower left, Euo. Fromentin. 


Height, 9 ]/> inches; length, 15*4 inches. 


No. 4 


PIERRE MIGNARD 

1610 — 1695 


PORTRAIT OF CATHERINE MIGNARD 

The head and shoulders of a comely young lady in full face 
with the body turned slightly to the right. She is dressed in a 
loose gown of blue satin clasped at the bosom and on the arms 
by rich brooches, a white full-sleeved chemise trimmed with 
lace and draped over her left shoulder, and a wine-colored silk 
mantle. Her dark hair frames in natural masses the oval of 
her face, with its naive expression of mild, innocent surprise. 
A few wild-flowers are arranged in the hair, falling over a 
pearl-ornamented comb above her right ear, and a ruby in a 
narrow gold setting is placed just above the parting on the 
forehead. The background is a simple tone of brown. The 
sitter was the daughter of the artist, and afterwards became 
the Comtesse de Feuquieres. 


Height, 28% inches; width, 23 inches. 


No. 5 


EUGENE FROMENTIN 

1820—1876 


MOORISH HORSEMEN 

A cavalcade of Moors is galloping along a pleasant valley 
among the foothills of a range of mountains. They are 
mounted on spirited animals of various colors, and wear a 
variety of gay costumes. One of them carries a small red, yel- 
low and blue banner, which floats at the end of a long shaft. 
In the distance the jagged mountain summits, with here and 
there a gleaming spot of snow, form the horizon under a sky 
which is partly covered with soft gray clouds. The sunlight 
falls strongly on the horsemen, and casts deep but luminous 
shadows on the right and left of the foreground. 


Signed at the lower right, Eug. Fhomentin, ’G7. 


Height, 9Y 2 inches; length, isy 2 inches. 


No. 6 


JOHN CROME 

(called “OLD CROME”) 
1769—1821 


MOONLIGHT ON THE YARE, NORWICH 

The mirror-like river extends across the foreground, and on 
the left is a sandy point with a few small buildings in an ir- 
regular group and a fishing boat or two moored to the shore. 
The full moon is showing itself above a bank of clouds on the 
right, its light shimmering on the water below and bringing 
the sandy point into strong contrast against the sombre sky 
beyond it. Across the river is seen the town in the mysterious 
light dominated by a great church tower, which rises high 
above the line of buildings. 


Height, 9 inches; length, 17 inches. 


No. 7 


LOUIS EUGENE BOUDIN 

1824—1898 


THE GIUDECCA, VENICE 

The gently rippling waters of the canal reflect the broad, dif- 
fused light of the sky, the trees on the right of the picture, a 
barca with its load of passengers, and the hull of a great yel- 
low-painted brig, which is the prominent object in the compo- 
sition. On the right beyond the trees are a group of red-roofed 
buildings, and numerous boats moored alongside the quay. On 
the left is a church with a large portico, a dome and a cam- 
panile. A flock of birds hover in the sky at the upper right. 

Signed at the lower right, Venise, E. Boudin, ’95. 


Height, 18 inches; width, 15% inches. 


No. 8 


C. H. DELPHY 


Contemporary 


SUNSET ON THE OISE 

A characteristic river view in a well-known region of 
France, the favorite source of many motives for the landscape 
painters. A broad, placid river flows from under the distant 
hills through the stone archway of a bridge, and around in a 
broad sweep to the right foreground. On the left two washer- 
women kneel by the water-side, resting f or a moment to watch 
the movements of a flock of ducks, which swim toward the 
land. In the middle distance a village and, across the river, an - 
irregular row of poplar and other trees form a broken and 
interesting sky line. It is the hour of early sunset, and the 
glowing disk is disappearing behind the purple hills in the dis- 
tance. The quiet water reflects with mirror-like distinctness t 
the tree forms and the warm and varied tones of the sky. 

Signed at the lower right, C. H. Det.phy, ’9!). 


Height, 20 1 4 inches; length, 31% inches. 


No. 9 


A. L. CLAUDE PAGNEST 

1790—1819 


M. DE NANTEUIL-LANORVILLE 

A characteristic type of a French gentleman advanced in 
years, but vigorous and alert in mind and body. He is seated 
in three-quarters view, with his head turned over his right 
shoulder, and his eyes turned still farther in the same direc- 
tion; is dressed in a bottle-green coat with rolling black velvet 
collar, nankin waistcoat, white shirt collar, stock and jabot, 
and wears a red and white ribbon in his buttonhole. He is 
smooth shaven, after the fashion of the period, and his gray 
hair, arranged with almost studied negligence, frames his 
high forehead and partly conceals his ear. The half -humorous 
expression of the eyes, increased by the irregularity of the 
black eyebrows, is echoed by the lines of the thin lips, which 
are on the verge of a smile. 


Height, 24. inches; width , 19% inches. 


No. 10 


JOHN RUSSELL, R.A. 

1744—1806 


PORTRAIT OF A LADY 

Pastel 


The head and shoulders of a young lady with her pet parrot 
by her side. She holds her right hand over the head of the bird, 
which, perched on a stone pedestal, turns his head back, 
spreads his tail and flutters his wings. Her powdered hair is 
dressed in wavy masses high above the forehead, and falls low 
on the neck behind. A single pear-shaped pearl hangs from 
her left ear. She wears a white satin decollete gown with short 
sleeves over loose tulle, and a thin pink scarf or shawl draped 
over her left shoulder. Her head is in three-quarters view to 
the left, and is inclined toward her right shoulder, the dark 
eyes following the same direction. 

Signed at the lower right, J. Russell pinxt., 1776. 


Height, 24 inches; width, 18 inches. 












No. 11 


JOHN OPIE, R.A. 

1761—1807 


BACCHANTE 

The introduction of the attributes of a mythological charac- 
ter in portraits of women gave to the artists of the eighteenth 
century the opportunity and the excuse for flesh painting 
which the costume of the time did not offer, and in this study 
of a young girl, with a few leaves in her hair and a leopard 
skin around her shoulders, Opie has been able to display the 
richness of his palette in flesh tones and to prove his mastery 
of the eff ect of strong light and shadow. The figure, which is 
seen to the waist only, is in three-quarters view to the left, and 
the light falls strongly from the upper right, casting deep but 
luminous shadows on the face and neck, and bringing out the 
flesh in strong relief against the deep-toned background, the 
dark auburn hair and the leopard skin. A corner of thin white 
drapery is thrown across the bosom, accentuating the form 
and giving value to the adjacent tones. 


Height, 29% inches; width, 24% inches. 


No. 12 


ANTOINE WATTEAU 

1684—1721 


PORTRAIT OF A LADY 

A life-sized head and shoulders of a rosy-cheeked lady, with 
the lofty head-dress affected in the last quarter of the eigh- 
teenth century. Her hair is dressed to a high point under an 
open lace cap with a pink and white striped ribbon, the cap 
being covered with a net veil which passes under the chin. She 
wears a white silk jacket with full sleeves trimmed at the neck 
and arms with brown fur. The head is in three-quarters view 
to the right, is slightly inclined in the other direction and is 
strongly lighted from the upper left. The background is a 
simple graded tone of warm gray. 


Height, 21 % inches; width, 17% inches. 


From the Lvne-Stephens Collection, London, and the Jules Porges Collection, 

Paris. 











No. 13 


JOHN OPIE, R.A. 
1761—1807 


PORTRAIT OF NUGENT THE PAINTER 

The head and shoulders of a man in early middle age in three- 
quarters view to the left. He is dressed in a snuff -brown coat 
with high velvet collar, a white lawn stock, and sits in a red- 
covered chair with both hands clasped on the edge of a large 
book, which rests upon his knees. The head is inclined toward 
the left, and the eyes look in the opposite direction. The abun- 
dant brown hair is of moderate length, and frames a face 
vivacious in expression, refined and thoughtful in type. The 
background is a broken tone of warm brown, suggesting oak 
paneling, and the light falls from the upper right, strongly 
illuminating the head and the hands, and throwing the lower 
part into deep shadow. 


Height , 30 inches; width , 25 inches. 


No. 14 


SIR HENRY RAEBURN, R.A. 

1756—1823 


MASTER JAMES HAIG 

The young man, who was afterwards first judge in the Ma- 
dras civil service, sat for this portrait in 1812, when he was 
eighteen years of age. It is in three-quarters view to the left, 
lighted strongly from the upper right, and the figure is seen 
only as far as the waist. He wears a roll-collared bottle-green 
coat over a nankin waistcoat, and a white linen stock. The 
youthful face is crowned by a mass of wavy hair, which is 
parted on the right and falls in short curls over the left temple. 
The mouth is slightly open, and the eyes are gentle but alert in 
expression. The background is a warm gray, in agreeable and 
strong contrast to the warm flesh tones and the colors of the 
drapery. 


Height, 29 inches; width, 24% inches. 









No. 15 


SIR THOMAS LAWRENCE, P.R.A. 

1769— 1830 


THE DUKE OF REICHSTADT 

The unfinished life-sized head of the son of Napoleon I. as a 
young boy, showing not only the method of the painter, but 
suggesting the chief characteristics of the sitter. It was evi- 
dently begun from a drawing which was traced upon a can- 
vas covered with a warm brown tone. A background of an in- 
teresting broken tone of blue has been partly rubbed in, and a 
white collar and the lapels of a dark jacket have been skilfully 
suggested. Sir Thomas painted two portraits of the young 
Napoleon for the Austrian Court, and the head in question 
was done at the time the boy was given the title of the Duke 
of Reichstadt by the Emperor of Austria, in 1818. Thomas 
Moore wrote in his diary: “ Nov. 13, 1819. Lawrence showed 
me his portrait of young Napoleon, which is highly interest- 
ing; a beautiful child, full of thoughtfulness and simplicity; 
a fine subject for verses; the past, the present, and the future 
all contained in it.” 


Oval — height, 22% inches; width, 18% inches. 


No. 16 


SIR THOMAS LAWRENCE, P.R.A. 

1769—1830 

PORTRAIT OF MISS SCOTT 

The half-length figure of a lady in a low-cut, short-sleeved 
satin dress seated on a sof a leaning slightly on her raised right 
arm, and her left, which is partly draped in a thin red scarf, 
extended by her side. The figure is in three-quarters view to 
the right, and the head is slightly inclined toward the left 
shoulder, with the placid eyes looking out of the picture. The 
brown hair is dressed with a formal arrangement of ringlets 
on either side, and the knot at the back is bound by a narrow 
gold fillet. The head and shoulders are relieved against a sky 
background, a bit of wooded landscape shows at the lower 
right, and on the left is part of a marble column. The sitter 
lived at Danesfield, Great Marlow. 


Height., 35% inches; width, 28 inches. 


No. 17 


SIR THOMAS LAWRENCE, P.R.A. 

1769—1830 


MASTER KENWOOD SHAW 

The head and shoulders of a young gentleman of pronounced 
English type, the eldest son of Sir John Gregory Shaw and 
the Honorable Theodosia Margaret, youngest daughter of 
John, second Lord Monson. A sturdy growth of fair hair is 
brushed with studied negligence, and small, curling whiskers 
scarcely fall below the lobe of the ear. He wears a dull red 
coat, with a large collar of brown fur, which nearly covers a 
white lawn stock around the throat. The figure is nearly in 
profile, and the head is in three-quarters view to the left, the 
eyes turned toward the spectator. The background is a deep- 
toned sky, with the light concentrated on the lower part. 


Height, 30 inches; width, 25 inches. 


No. 18 


FRANS PORBUS 

1570—1622 


THE PRINCESSE DE CONDE 

The head, shoulders and arms of a young lady dressed in the 
elaborate formality of the sixteenth century. An immense 
lace ruff is arranged so as to frame her neck and head, and is 
fastened at the bosom by an immense jewelled brooch with 
three knots of red ribbon. A triple string of large pearls hangs 
around her shoulders under the ruff, and falls over the stiff 
bodice of black satin, which is embroidered with an elaborate 
pattern in gold thread. She is further decorated with a single 
string of the same jewels around the throat, large pendant 
earrings, and an emerald and pearl ornament in her hair just 
below a crown-like arrangement of red ribbons. Her head is in 
three-quarters view to the left, and is slightly lowered, with 
the eyes looking directly at the spectator. 


Height, 29 V, inches; width, 23 1 / 4 inches. 


Inscribed at the upper right, La Princesse de Co vde. 


From the collection of M. Gavet, Paris. 


No. 19 


PHILIPPE DE CHAMPAGNE 

1602 — 1674 


LADY CHARLOTTE DE MONTMORENCY 

The sumptuous embellishment of costume reached its height 
at the period of this portrait, and the lady who gazes out of 
the canvas with an air of satisfaction at being in the height of 
fashion is a work of art in herself. The hair is arranged with 
studied formality in two rounded masses, and flattened in a 
curve upon the forehead. The large puffed sleeves and the 
stiff bodice are of white satin, with elaborate gold embroidery 
and gold cord knots and frogs. There are great pearls in her 
ears, around her neck and bust, and three enormous pear- 
shaped ones hang from a jewelled brooch which fastens the 
rich lace ruff and collar at the bosom. The head is in three- 
quarters view to the left, and the eyes are slightly lowered. 


Height, 28% inches; width, 24% inches. 


From the collection of M. Gavet, Paris. 


No. 20 


THOMAS GAINSBOROUGH, R.A. 

1727—1788 


QUEEN CHARLOTTE 

Pastel 

The head and shoulders of the lady nearly in full face, with 
the eyes slightly lowered and looking to the left. Over her 
powdered hair, which falls in loose ringlets on either side of 
her slender neck, is a loose cap of lace and tulle, coming to a 
point at the top and falling over the ears. She wears a lace- 
trimmed black dress over a white tulle fichu, a collarette of 
small pearls around her throat and a single large one on her 
bosom. The background is a graded tone of soft brown. 


Oval — height, 28y 2 inches; width, 23 y 2 inches. 


Mentioned in Armstrong's “ Gainsborough.'’ 




No. 21 


SIR WILLIAM BEECHEY, R.A. 

1753 — 1839 


SIR FRANCIS P. BOURGEOIS, R.A. 

The head and shoulders of a gentleman of pronounced Eng- 
lish type in three-quarters view to the left. He wears a dark 
blue coat with velvet collar and brass buttons, and a white 
lawn stock. His gray hair is of moderate length, and is 
brushed away from the forehead and over the ears in the fash- 
ion of the time. Particular interest attached to this portrait on 
account of the fame of the sitter, who was a landscape painter 
of considerable repute, and late in life received a legacy of a 
large number of pictures of great value, which, with additions 
purchased by himself, he bequeathed to Dulwich College, with 
two thousand pounds to fit up a gallery for the collection and 
a fund of ten thousand pounds for its maintenance. 


Height, 29% inches; width, 25 inches. 


No. 22 


THOMAS GAINSBOROUGH, R.A. 

1727—1788 


DR. RICHARD WARREN 

The celebrated physician, in gray wig and gray coat buttoned 
up so as to show only the lapels of a green and white silk 
waistcoat enclosing a rich lace jabot, is seen as far as the waist, 
nearly in full face, with his head slightly turned to the left, 
and the eyes following the same direction. The light falls 
from the upper left, and the head and shoulders are con- 
ti asted against a background of indefinite broken blue tones. 
The vivacious expression of the eyes, no less than the rich color 
of the flesh, suggests that the sitter, who was the well-known 
physician in attendance on George III, was at the time he was 
painted in the height of health and vigor. 


Height, 27 % inches; width, 23 % inches. 


No. 23 


JOHN HOPPNER, R.A. 

1758—1810 


PORTRAIT OF A GENTLEMAN 

The head and shoulders of a man in the prime of life wearing 
a gray wig and a high, roll-collared coat with white stock and 
lace jabot. The body is in full face, but the head is turned to 
the left, following the direction of the eyes. The long oval of 
the face, with its refined features, suggests breeding and dis- 
tinction of character, and the type is a representative one. The 
background is a red curtain, with the folds accentuated here 
and there. The head is in a strong but diffused light, which 
falls from the upper left. The sitter is said to have been the 
Earl of Carlisle. 


Height, 25 inches; length, 30 inches. 


No. 24 


NICOLAS DE LARGILLIERE 

J 656— 1740 


MADAME D’HENIN 

The head and shoulders of a lady in full face, the head in more 
than three-quarters view to the left. Her hair is powdered and 
is carefully dressed in curls above the forehead, and falling 
upon the shoulders on either side. Her dress of pink silk, em- 
broidered with silver thread, has full elbow sleeves, a narrow, 
straight and formal bodice, is ornamented at the bosom, the 
waist, the shoulders and arms with jewels, and a scarf of silver 
cloth is draped from her right shoulder around her left arm. 
A jaunty little cap of pink silk, Math a white ostrich feather, 
is set so as to show the peak just above the right eye. The back- 
ground is a graded tone of brown, agreeably relieving the sil- 
very tones of the hair and the delicate colors of the drapery. 
The sitter was the wife of the President of the Parliament of 
Paris under Louis XIV. 

Height , 31 ^ inches; width, 25 inches. 


From the collection of Madame de Vallombreuse. 


No. 25 


GEORGE ROMNEY, R.A. 

1734—1802 


PORTRAIT OF MRS. CLARKE 

The lady stands nonchalantly resting her left elbow on a 
square pedestal, lightly extending her right hand on the wrist 
of the other arm. The head is in three-quarters view to the left, 
and is slightly raised, the eyes looking toward the spectator. 
Waving masses of brown hair frame the face and fall upon 
the shoulders. She wears a bottle-green dress with sleeveless 
bodice over a full tulle undergarment with short sleeves, and 
her only ornament is a string of corals around her neck. The 
light falls strongly from the upper right, and the background, 
which is a simple tone of rich brown, is broken by a suggestion 
of a curtain on the left. The sitter was the favorite of the Duke 
of York. \ 


Height, 30% inches; width, 25 inches. 


No. 26 


PIERRE MIGNARD 

1610—1695 


MADAME SCARRON 

The figure of a young lady, seen to the waist in full face, with 
the head in three-quarters view to the left, the eyes turned in 
the same direction. She wears a red silk neglige gown, trimmed 
with gold cord and embroidery, and over it a white brocade 
cloak lined with deep blue velvet and trimmed with gold thread 
lace. The dress is partly open on the bust, showing a delicate 
lace undergarment. The dark hair is dressed high on the head, 
with a small, pointed curl on either temple, and a large gold 
ornament showing among the formally arranged masses at the 
top and back. The background is a simple tone of warm gray, 
and the drapery is cut off at the lower part by the lines of an 
oval surounding the portrait. 


Height, 32 inches; width, 25% inches. 


No. 27 


MADAME L. E. VIGEE LE BRUN 

1755 — 1842 


MADAME ELISABETH DE FRANCE, 

SISTER OF LOUIS XVI 

The half-length figure of a lady in the flush of youth and 
beauty, seated in full face, with the left arm extended and the 
right falling by her side. She wears a thin muslin decollete 
gown, with full sleeves confined to the arms by satin ribbons, 
and to the waist by a parti-colored silk sash, and over it a small 
green silk jacket fastened at the bosom by a mauve silk bow. 
A thin muslin fichu is crossed over the bust. The powdered hair 
is dressed high, with large curls at either side falling upon the 
neck, and a straw Watteau hat, trimmed with wild-flowers 
and jauntily perched on one side, suggests the fashionable 
taste of the period for the charms of rusticity. The back- 
ground is a broken tone of gray, lightest near the shadow side 
of the head, which is in strong light from the upper left. 


Height, 31 inches; width, 25 inches. 


From the collection of M. Le Comte Jacques de Bbyas. 


No. 28 


GERMAIN JEAN DROUAIS 

1763—1788 


THE MARQUISE DE BRETEUIL 

The half-length figure of a young lady, seated in a red uphol- 
stered gilt chair, with both hands in muff on her lap, and her 
head in three-quarters view to the left. Her powdered hair is a 
masterpiece of the conventional coiffeur’s art, with formal 
rolls and puffs, lace and jewels and a feather. Her dress is of 
blue satin, with lace-frilled sleeves tied at the elbow with pink 
and blue striped ribbon bows, which are repeated at the bosom 
of the low-cut bodice. A slender fur boa or trimming falls over 
the shoulder and down the waist, and around her neck is a very 
narrow black ribbon with a tiny gold heart as a pendant. The 
background is a simple tone of warm gray, graded from left 
to right, where it shows the angle of the room. 


Height, 32 inches; width, 25% inches. 


From the collection of M. Gavet, Paris. 
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No. 29 


CHARLES ANDRE VANLOO 

1705—1765 


QUEEN MARIE LESCINSKA 

The lady, in a royal mantle of gold-embroidered blue velvet 
lined with minever, which conceals both hands and one arm, 
sits facing the spectator, with the head in three-quarters view 
to the right. Her powdered hair is arranged in formal curls 
around her forehead, and ornamented with a jewelled band 
and a gold diadem. A single long curl falls upon her left 
shoulder, and another at the back of the neck. Her dress is of 
stiff gold brocade, ornamented with a large brooch with thin 
pear-shaped pearls at the top of the narrow stiff bodice, and a 
narrow belt of the same at the waist. The background is sky, 
with foliage faintly suggested on either side. 


Height, 32% inches; width, 25% inches. 


No. 30 


SIR JOSHUA REYNOLDS, P.R.A. 

1722—1792 


LADY SARAH BUNBURY 

The half-length seated figure of a lady in three-quarters view 
to the left, the head inclined downwards and the eyes turned 
toward the spectator. She wears a blue silk gown, with full 
elbow sleeves and ample skirt, a tulle fichu and apron, and at 
the turn of the shoulder and sleeves ruffles of rich lace. A large 
pearl brooch-like ornament hangs from her ear, and a single 
string of the same gems is tied around her throat by a blue rib- 
bon. Her hair is brushed back from the forehead, and is con- 
fined to the head by a lace cap, the edge of which shows like a 
halo around her head. Her arms rest in her lap, and in her left 
hand she holds an open book. The background is a tone of 
brown, against which are relieved a red curtain and a red 
upholstered chair back. 


Height, 36 inches; width, 30q> inches. 


No. 31 


NICOLAS DE LARGILLIERE 

1656— 1746 


MADAME DE NOAILLES 

The stateliness of the pose of this high-bred lady is increased, 
if possible, by the coiffure, which is erect and lofty* crowning 
the head with a mass of light brown hair. A large pear-shaped 
pearl pendant is fastened in the middle of the structure, and 
a rope of pearls is wound around a long, flowing tress, which 
f alls low over her right shoulder. Her left hand is raised to her 
bosom, and her right arm hangs by her side. She wears a wine- 
colored, silver-shot silk gown, cut low at the neck, with rich 
lace ruffles around the bust and arms, a stiff bodice and full 
elbow sleeves. Over her shoulders is draped a blue silk mantle 
with gold-thread stripes. The head is in three-quarters view to 
the right, and the eyes look directly at the spectator. The back- 
ground is a simply graded tone of warm gray. 


Oval — height, 38 inches; width, 29 inches. 


No. 32 


MADAME MARIE DIETERLE 


A NORMANDY PASTURE 

A HERD of spotted cows and calves is driven toward the fore- 
ground by a peasant on horseback. The sun strikes full upon 
the group from the left, throwing part of the herd into a deep 
shadow. A pleasant pasture stretches away to the middle dis- 
tance, where a white horse is partly hidden by a dip in the 
ground. Beyond is seen a broad open marsh along the sea- 
shore with cattle feeding here and there and, on the left, a suc- 
cession of headlands projecting into the sea. The sky is cov- 
ered with clouds, and the horizon line of the water is softened 
by a warm summer haze. 


Signed at the lower left , Marie Dieterle. 


Height, 20y 2 inches; length, 27% inches. 


No. 33 


ADOLPHE MONTICELLI 

A GARDEN PARTY 

A group of ladies in summer dresses showing a variety of col- 
ors is seen in a broad garden path under a densely growing 
rank of trees. The group is arranged in frieze-like order, and 
is divided into four sections, diminishing in mass from left 
to right. The kaleidoscopic effect of colors both in the dresses 
and in the foliage suggests a variety of incidents of light and 
shade and form which can scarcely be described with accuracy, 
and can only be recorded as the deliberate intention of the 
artist to appeal to the imagination of the spectator. 


Signed at the lower right, Monticelli. 


Height, 19 y 2 inches; length, 39% inches . 


No. 34 


GEORGE ROMNEY, R.A. 

1734—1802 


THOMAS THORNHILL, ESQ. 

This example of Romney’s most careful technique was 
painted in 1779, and probably somewhat altered by the artist 
later. It is in three-quarters view to the right, with the eyes 
turned toward the spectator. He is dressed in a blue velvet 
fur-lined coat and waistcoat, with white lace jabot and sleeve 
ruffles. His left hand holds the edge of his coat, and his cocked 
hat is held under the left arm. The brown hair is carefully 
dressed, with rolls over each ear and a queue with black ribbon. 
The extreme care with which the features are drawn and mod- 
elled, and the elaboration of the textures of the draperies and 
other accessories, show that Romney was not at this particular 
period impatient of method or ambitious of rapid production. 
The Thornhills were a well-known family of Fixby, York- 
shire, and this portrait, together with those of Mrs. and Mas- 
ter Thornhill, remained in possession of the family until 1896. 


Height, 29 inches; width, 24% inches. 


t 


from the collection of Str Thomas Thornhill, Bury St. Edmunds, England, 


No. 35 


JOHN RUSSELL, R.A. 

1744 — 1806 


PORTRAIT OF A YOUNG GENTLEMAN 

Pastel 


The seated figure of a ruddy-faced young nobleman, said to 
be the Duke of Cumberland, with folded arms, in three-quar- 
ters view to the left. He wears a roll-collar black coat over a 
yellow waistcoat and a white jabot and lavender breeches. A 
fob with pink ribbon and seal shows under his right arm. He 
apparently wears a gray wig over dark hair, which shows at 
the temples, and a bit of the queue and ribbon is seen at the 
back. In the upper left, beyond a column, is a landscape with 
towers rising above masses of trees against a sky partly cov- 
ered by clouds. 


Height, 30 inches; width, 25 inches. 


No. 36 


MADAME L. E. VIGEE LE BRUN 

1755—1842 


MADAME VESTRIS 

The young lady in classical dress of a sleeveless deep blue, 
gold-embroidered tunic over a diaphanous garment is walking 
briskly along with her head inclined forward and turned over 
her left shoulder. Her brown hair is confined by two narrow 
red bands and a metal comb, fringes the forehead with short 
curls, and sweeps away behind the head with the rapid motion 
of the walk. She raises the folds of the tunic to her bosom with 
her crossed hands, by this gesture giving further effect to the 
motion of the body. The only ornament, except those in the 
hair, is a string of large coral beads around the neck. The fig- 
ure is seen nearly half length, and is relieved against a back- 
ground of cloudy sky with a suggestion of sunset at the lower 
part. 

Signed at the lower left, L. E. Vigee i.e Brun, 1804, d Londres. 


Height, 36 inches; width, 28 '/i inches. 


Shown at the Exposition de Portraits de Femmes et d’Enfants at Paris in 1897. 


No. 37 


CORNELIS JANSSEN 

1590 — 1655 


LADY SAMWELL 

The head and shoulders of an English dame of the seven- 
teenth century, dressed in the formal fashion of the period, 
suggesting the contemporaneous Dutch costume. The head is 
in three-quarters view to the right, and is slightly raised, the 
wide-open eyes looking frankly toward the spectator. She 
wears a black dress trimmed with narrow black and white rib- 
bon, with a thin fichu over her bust and a fan-shaped lace ruff 
rising from her shoulders behind her head. There are pearls 
around her neck, in her ears and in her hair, which is dressed 
low and with studied simplicity. The portrait is in a painted 
oval. 

Signed at the tower right, C. J. fecit, 1625. 

Height, 31 inches; width, 24% inches. 


From the collection of the late William Bullin', Esq., of Duston House, Northamp- 
tonshire. 


Faintly inscribed at the upper right, Jane Dad“ Sir Henry Skipwith. Mar. Sir 
Wm. Samwell. 


No. 38 


ANTOINE VESTIER 

1740—1824 


PRINCESSE DE POLIGNAC 

The head and bust of a comely young lady with powdered, 
high-coiffured hair decorated with ribbons and flowers, a low- 
cut pale blue silk dress with lace ruffle around the shoulders 
and lace-trimmed sleeves. A miniature, hanging from a nar- 
row black ribbon around the neck, rests against a white bow on 
the bosom, just below a full-blown pink rose. The head is in 
three-quarters view to the left, and is lighted from the upper 
right. The dark eyes look directly at the spectator from under 
symmetrically arched eyebrows. The background is a graded 
tone of invisible blue. The sitter was lady-in-waiting to Queen 
Marie Antoinette. 


Oval — height, 27% inches; width, 22 inches. 


No. 39 


SIR HENRY RAEBURN, R.A. 

1756—1823 


PORTRAIT OF A GENTLEMAN 

The head and shoulders of a vigorous gentleman of middle 
age, with gray hair and face clean shaven, except for small 
whiskers just below the temples. It is in three-quarters view to 
the left, the eyes looking directly toward the spectator, and is 
strongly lighted from the upper right. He wears a black coat 
with a high-standing, galloon-trimmed collar and a black silk 
stock. The head is probably a study for a larger and more im- 
portant portrait, and on that account remained in the family 
of the artist. 


Height, 20% inches; width, 17 inches. 


From the collection of Charlotte Raeburn. 

Inscribed on the stretcher at the back, “ Painted by my grandfather, Sir Henry 
Raebltrn. Vouched for by L. W. Raeburn, 1876.” 


No. 40 


JEAN MARC NATTIER 

1685— 1766 


MADAME DE ROISSY 

The lady, dressed in a white satin gown cut low in the neck 
and with loose and ample elbow sleeves, leans gracefully with 
folded hands on the rail of a stone balcony, her left arm rest- 
ing on the folds of a rich green curtain, which falls from the 
upper right. The figure is in three-quarters view to the right, 
and the head is slightly inclined in the same direction ; the dark 
eyes, suggestive of alert intelligence and sympathetic charac- 
ter, look calmly out of the picture. A delicate lace ruffle softens 
the edge of the satin around the bust, pale mauve ribbon bows 
fasten the dress at the bosom and at the shoulders, and in the 
soft, powdered hair a string of pearls with a central pendant 
at the top is arranged over a pale blue ribbon. The delicate 
oval of the face, with the well-rounded throat and bust, is in 
relief against a broken tone of green which harmonizes with 
the other accessories. 


Signed at the middle left , Nattier pinxit, 1754. 


Height, 32 inches; width , 25^4 inches. 



{ 
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No. 41 


HENRI HARPIGNIES 
1819- 


LANDSCAPE 

Two great sturdy trees rise from the irregular grassy bank of 
a stream against a blue sky, with here and there small luminous 
clouds. Beyond the trees is a view across a quiet river, in which 
are reflected the high, partly wooded shore and the cloud 
forms. The sunlight flickers on the foliage, touches the rough 
tree trunks, and here and there falls in glowing spots on the 
leaf-strewn grass. 


Signed at the lower left, Harpionies, ’93. 


Height, 18% inches; width, IS inches. 


No. 42 


JOHN HOPPNER, R.A. 

1758—1810 


LADY ST. ASAPH 

This lady was Charlotte, the daughter of the Earl of Bever- 
ley, and the wife of the Earl of Ashburton, Viscount St. 
Asaph, who was born in 1776, and died in 1862. She sat to 
Hoppner as a young girl, and this portrait was exhibited at the 
Royal Academy in 1795. She is seen to the waist only, in three- 
quarters view to the left, the eyes turned in the same direction. 
A mass of fair hair falls over her ears and upon her shoulders. 
She wears a soft felt hat with moderately wide brim and red 
ostrich feathers, a blue dress with a tulle fichu over the shoul- 
ders and a red sash. 1 he background is foliage, with a glimpse 
of the sky through the leaves on the left. 


Height, 24, inches; width, 19 % inches. 





No. 43 


THOMAS GAINSBOROUGH, R.A. 

1727—1788 


CHARACTER SKETCH OF MRS. SIDDONS 

This is a small study of the well-known actress, seated in an 
easy attitude. The figure is seen just below the waist. She rests 
her right elbow on the base of a large vase, holding her hand 
to her cheek, and her left arm hangs by her side. Her head, 
which is in three-quarters view to the left, is crowned by a 
mass of powdered hair, dressed very high and ornamented by 
a purple satin ribbon. She wears a purple satin dress with full 
elbow sleeves over a thin white undergarment, and a thin pur- 
ple sash is draped around her shoulders and waist. 


Height, 14 inches; width, 11 inches. 


No. 44 


JULES DUPRE 
1812—1889 


SUNSET 

A number of cattle are gathering around a pool in the fore- 
ground at the hour of early sunset, when the sun has just dis- 
appeared behind a bank of clouds. On the left of the pool a 
sturdy oak, with wide-spreading branches, rises against the 
sky in a dark, irregular mass, a prominent feature of the com- 
position. Beyond, across a flat meadow, shimmering in the 
evening light, are cultivated slopes rising to a line of low hills 
in the distance. The lower portion of the sky is covered by 
masses of vapor, through which breaks the vivid light of the 
setting sun, strongly reflected in the water of the pool, and, 
near the zenith, a few small clouds are accented by a warm, 
ruddy glow. 

Signed at the lower right, Jui.es Dupre. 


Height, 18% inches; length, 29% inches. 
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No. 45 


THOMAS GAINSBOROUGH, R.A. 

1727—1788 


PORTRAIT OF A LADY 

This small portrait, said to be of Lady Augusta Campbell, 
shows the sitter nearly in profile to the right. Her soft light 
brown hair is dressed high and full, with a veil wound around 
the top and held by a slender gold chain. One curl falls upon 
her left shoulder and another upon her neck behind her ear. 
She wears a low-cut pink silk dress over a white bodice, and 
the line around the shoulders is softened by a narrow fichu oi 
delicate gauze. The background is a graded tone of gray. 


Oval — height, 11 % inches; width, 9 % inches. 


No. 46 


CHARLES FRANCOIS DAUBIGNY 

o 

1817—1878 


LANDSCAPE : 

The motive of this picture was probably found on the River 
Oise, which was the favorite sketching ground of the artist. 
The broad river flows out of the foreground on the left along 
a flat grassy meadow, where a washerwoman is busy at her 
task. Reeds and water plants grow in the shallows near the 
shore. Beyond the meadow and covering pearly half of the sky 
a rank of tall, slender trees extends from the right to the bank 
of the stream, which, gleaming in the sunlight, winds out of 
sight behind the point. On the left, in the middle distance, a 
freight barge is moored to the shore, and a few houses are scat- 
tered along the low elevation which forms, the horizon line. 
The sky is covered with a stratum of soft,, hazy clouds, and the 
surface of the water is broken by a multitude of reflections 
from the sky and the trees. 


Signed at the lower right, Daubigny, 1877. 


Height, 15% inches; length, 22% inches. 


From the collection of A. Donatis. 




No. 47 


MLLE. JEANNE PHILIBERTE LEDOUX 

1767—1840 


PORTRAIT OF A YOUNG GIRL 

The head and shoulders of a maiden with large blue eyes and 
soft brown hair bound with a black ribbon. She turns her back 
to the spectator, and looks over her left shoulder, the head 
being in three-quarters view to the left. She wears a light blue 
dress with gold braid on the short sleeve and a fur boa around 
her neck. Mile. Ledoux was a favorite pupil of Greuze, and 
followed her master’s methods so closely that she is often 
credited with the authorship of portraits attributed to him. 


Height, 16 inches; width, 13 inches. 


No. 48 

J. B. C. COROT 

1796—1874 


NEAR VILLE D’AVRAY 

An irregular open group of trees grow from the low bank of 
a river in the immediate foreground, and with twinkling foli- 
age hide the larger part of the soft summer sky. A black goat 
is a prominent foreground object, and farther away, under 
the trees, are two peasant women. Across the river, which on 
the right reflects the tones of the sky, is a red-roofed church 
with low, pointed tower and the suggestion of a village, and 
in the remote distance a line of hills forms the horizon. 


Signed at the lower left, Corot. 


Height, 19 inches; width, 15y 2 inches. 




No. 49 


HENRI HARPIGNIES 

1819- 


SUNSET ON THE RIVER 

In the foreground is a rough pasture, where a shepherd 
watches his sheep feeding among the low bushes, and a long, 
irregular boulder crops out of the grass. In the middle distance 
a row of tall trees with dense foliage grows on the bank of a 
sheet of water, which reflects the warm colors of a sunset sky. 
Across the water a line of low wooded hills forms the horizon. 


Signed at the lower right, H. Haepionies, ’79. 


Height, 13 inches; length, 17% inches. 


No. 50 


N. V. DIAZ 

1807—1876 


THE HEART OF THE FOREST 

The shadowy gloom of the forest interior is broken by flash- 
ing sunlight, which strikes the great tree-trunks here and 
there, and discloses the havoc wrought by the elements on the 
aged monarchs of the wood. Through an opening in the dense 
growth of trees and bushes the eye wanders to the distance, 
where rounded tree-tops form the horizon line. Interlacing 
branches and masses of foliage cover the larger part of the 
sky, which is obscured by clouds, except near the zenith, where 
an intense but distant blue shows between the leaves. The 
rough ground is broken in the foreground by two small pools 
of water, and shows in the middle distance a broad passage of 
sunlight. 


Signed at the lower left, N. Diaz. 


Height, 16!/. inches; length, 22!4 inches. 








No. 51 


NICOLAS DE LARGILLIERE 

1769—1830 


THE DUC DE PENTHIEVRE 

The half-length figure of a gentleman in robes of great rich- 
ness and amplitude. The body is in profile to the right, and the 
head in three-quarters view, slightly raised, with the eyes look- 
ing toward the spectator. A full-bottomed wig with a mass of 
gray ringlets frames the face, and falls low over the shoulder 
upon the heavy f olds of a rich red velvet cloak, which is gath- 
ered upon the raised arm, showing the elaborate pattern of a 
brocade lining and a rich surtout of similar material. Delicate 
white lace at neck and wrist adds the final touch of sumptu- 
ousness to the costume. The left hand is raised to the breast, 
and the right is extended with an easy gesture. The back- 
ground is a graded tone of warm gray, with a curtain of modi- 
fied red on the right. 


Height, 36% inches; length, 39% inches. 


From the collection of M. Gavet, Paris. 


No. 52 


GEORGE ROMNEY, R.A. 

1734 — 1802 

LADY HAMILTON AS BACCHANTE 

This fascinating lady, who so often sat to the artist and 
inspired many of his greatest productions, is shown crowned 
with vine leaves, partly draped with soft, flowing stuffs, and 
with a background of sky and the sloping hillside of a park 
with a strip of sea on the horizon. The figure is seen to the 
waist only, and is in three-quarters view to the right, the head 
inclined toward her right shoulder and slightly thrown back, 
the eyes turned upward. Masses of waving, rich auburn hair 
frame the face and fall over the shoulders. With her left hand 
she gathers the soft folds of her drapery, and raises them to 
her bosom, across which falls a slightly diaphanous white 
scarf, and holds around her shoulders a mantle and a blue 
tunic. The arch expression of her eyes and mouth is empha- 
sized by the graceful turn of the head and by the skilful light- 
ing of the features. 


Height, 30 inches; width, 25 inches. 





No. 53 


JEAN MARC NATTIER 

1685— 1766 


HENRIETTE DE BOURBON CONTI, 

DUCHESSE D’ORLEANS 

The half-length figure of a young lady, the body nearly in 
full face, and the head in three-quarters view to the left. She 
is dressed in a thin, white gauze dress with satin stripes, cut 
low in the neck, and with long, flowing sleeves, and around her 
waist and over her arms, which rest upon an earthen vase, is 
draped a changeable silk scarf. Her powdered hair is dressed 
moderately high, and is ornamented with delicate green sprays 
and small flowers. The loosely flowing dress is fastened at the 
bosom by a few small moss roses. The portrait is partly alle- 
gorical in scheme, for the pointed leaves of an aquatic plant 
partly conceal the mouth of the jar, from which a flood of 
water is pouring out, and others rise against the sky back- 
ground behind the figure. 


Height, 32 inches; width, 25% inches. 


From the collection of M. Gavet, Paris. 


No. 54 


THOMAS GAINSBOROUGH, R.A. 

1727—1788 


PORTRAIT OF A GENTLEMAN 

The sitter for this portrait was probably a man of repute for 
learning or for eminence in some profession, not only on ac- 
count of the distinction of his type of face, but because the 
artist arranged the pose to show a large volume as a prominent 
accessory. He is dressed in a gray silk coat, with lace at the 
sleeves, and has a white lawn stock around his throat. His gray 
wig is carefully curled over each ear. The head, which is almost 
full view, leans slightly toward his left shoulder, and the eyes 
are turned in the opposite direction. The hands are clasped on 
the back of a large leather-covered tome, upon which the left 
arm rests. A figured silk curtain, strongly lighted on the right, 
forms the background. 


Height, 29 % inches; width, 25 inches. 


From the collection of Colonel Hankey, Beaulieu, France. 














No. 55 


SIR PETER LELY 

1617— 1680 


MR. LENEVE, ALDERMAN OF NORWICH 

Horace Walpole, in his “ Anecdotes of Painting,” mentions 
this work as one of four remarkable male portraits painted by 
Sir Peter, and says of it: “ . . . a half-length of our Al- 

derman Leneve in his habit, one of the finest portraits I ever 
saw, the hand is exquisitely well painted.” The refined face 
and the delicately shaped hand show the gentleman to be a man 
of breeding and worth. Dressed in his plain but rich robes of 
black trimmed with fur, he leans with dignified grace against 
the base of a column, his right hand resting upon the broad 
fur bands of his sleeved cloak, and the left, in a rich gauntlet 
glove, hanging down against the hip. Long wavy hair, with a 
touch of gray in it, falls upon the broad collar of fine linen, 
and a few locks stray over the broad, high forehead. The fig- 
ure is in three-quarters view to the left, and the eyes, express- 
ing with the tightly closed mouth a firm but kindly character, 
look slightly downward toward the spectator, A dull red cur- 
tain falls in rich folds on the left of the figure. 

Height, 49 % inches; width, 39 % inches. 
Sold at the Strawberry Hill Sale, 1842 . ( Twenty-first day’s sale.) 

Shown at the Exhibition of British National Portraits, Burlington House, 1883 . 


No. 56 


GEORGE ROMNEY, R.A. 

1734—1802 


PORTRAIT OF MISS LOCKWOOD 

This dignified and handsome young lady sits with clasped 
hands, leaning slightly upon her right elbow. Her head is in 
three-quarters view to the right, and is crowned by a mass of 
powdered hair, tied with a broad pink ribbon. Her dress is of 
white silk with tight sleeves, and a broad collar with ruffled 
edge falling over her shoulders and bust, which are further 
covered by a tulle fichu. The bodice is fastened by a broad 
lacing of red ribbon between two rows of large buttons. The 
background is sky covered with clouds, with a suggestion of 
a sunset glow on the right. The sitter, Matilda, daughter of 
John Lockwood, Esq., of Ashstead, Surrey, married Henry 
Calveley Cotton, Esq., and the portrait was, until recently, 
the property of her son, the late Major-General Cotton, R.E. 
It was shown in the Grafton Gallery in the spring and fall 
exhibitions of 1900. 


Height, 30 inches; width, 25 inches. 





No. 57 


SIR GODFREY KNELLER 

1648—1743 


THE DUCHESS OF RUTLAND 

The lady, stately in pose and aristocratic in type, sits on a 
bench, resting her left hand on the folds of a blue silk mantle, 
with a broad trimming of pearls and embroidery, which is 
raised to her waist by her right hand, and fastened to her right 
shoulder by a knot of blue ribbon. Her red silk gown is cut low 
in the neck, falls in ample folds over the knees and is slashed 
at the upper arm, where it is fastened by pearls over the full, 
white elbow sleeves of an undergarment. The head is in three- 
quarters view to the right, the eyes turned toward the specta- 
tor, and the rich brown hair is dressed high and falls over the 
shoulders in long curls. The figure is in strong relief against 
a background of foliage, and on the right is a glimpse of 
sunset sky over a mountainous country with a bit of the sea 
beyond. 

Height, 48 inches; width, 37*4 inches. 


I 


No. 58 


ANTON MAUVE 

1838—1888 


HOLLAND MEADOWS 

This picture, which remained for a long time in the studio of 
the artist, and was considered by him to be one of his best pro- 
ductions, shows a characteristic scene in the broad plain of 
Holland under a moist sky full of low-hanging summer 
clouds. In the foreground a group of spotted cows reposes in 
the sunlight after a morning’s browse on the rich grass of the 
meadow. In the middle distance on the left is a clump of trees 
overhanging the entrance to a pasture beyond. The wide, level 
meadow which stretches away to a low horizon in the extreme 
distance is dotted with cattle, and among the trees on the sky 
line on the right are suggestions of a tree-shaded village. 

Signed at the lower right, A. Mauve pt. 


Height, 34 % inches; length, 54 inches. 




























































No. 59 


SIR GODFREY KNELLER 

1648—1743 


THE COUNTESS OF HALIFAX 

The stately lady, of simple taste in dress, stands with one 
hand resting on a large carved stone basin, and the other, 
which holds a blue scarf, hanging by her side. The head is in 
three-quarters view to the left, and is inclined in the same di- 
rection, the eyes turned slightly downward and toward the 
spectator. She is dressed in a simply cut warm gray silk 
jacket, with elbow sleeves over a white chemise, and a full 
white silk skirt. Her coiff ure is as simple as her dress, and one 
curl only is allowed to stray out upon the shoulder. In the 
background there is a wide vista over a mountainous country, 
with a walled enclosure with gateways and turrets and a sun- 
set sky beyond the distant summits. The upper part of the 
figure is in strong relief against dark-toned clouds. 


Height, 50 inches; width, 40% inches. 


Inscribed at the lower right, Countess of Halifax, below a coronet. 


No. 60 


SIR THOMAS LAWRENCE, P.R.A. 

1769—1830 


THE DUCHESS OF BUCKINGHAM 

This half-length portrait shows the duchess seated on a sofa, 
with her right elbow resting on a semicircular table, and hold- 
ing in her upraised hand the end of a red silk scarf, which is 
draped around her waist and over her lap, where it is held in 
turn by her right hand. Her white silk, short-waisted dress has 
lace around the bust and the arms, where it is enriched by a 
jewelled ornament and armlets, which are echoed in the ear- 
rings and a rich chain around her hair. The head, with brown 
ringlets falling over the temples, is relieved against the simple 
tone of a column, beyond which are seen the branches of a tree 
against the sky, and, below, a glimpse of a pleasant wooded 
landscape. The figure, which is poised with unconscious grace, 
is in a strong light from the upper right, and the shadows, 
particularly on the face and neck, are full of luminous reflec- 
tions. 


Height , 50 inches; width, 40 inches. 


This 'portrait hung in the State Drawing-room of Stowe House. 






No. 61 


SIR PETER LELY 

1617—1680 


DUKES OF CUMBERLAND AND BAVARIA 

The two high-bred, fair-haired youths, within two or three 
years of the same age, are grouped together in attitudes of 
elegant ease. The elder and taller, on the left, stands squarely 
to the front, his head turned to the left and the eyes following 
the same direction. A full mantle of yellow-brown silk is 
thrown over his left shoulder and around the body, and is held 
by the extended right hand. The left elbow rests upon a waist- 
high table or pedestal, and the hand falls gracefully from the 
wrist. The younger brother is dressed in white silk, with a blue 
cloak thrown over his shoulder, from beneath the folds of 
which projects a gold-hilted sword. He stands three-quarters 
back to the spectator, with his head nearly in profile turned 
over the left shoulder. The background is an indefinite mellow 
tone of brown, and throws the flesh and the rich colors of the 
drapery into agreeable contrast and strong relief. 


Height, 52 inches; width, 45 inches. 

From the collection of Pope Urban VIII. In 1811 this collection was divided 
between the sons of the Princess Cornelia de Barberini de Colonna de 
Sciarra. This portrait belonged to the present Prince oe Sciarra, from whom 
it was purchased. 


No. 62 


JEAN MARC NATTIER 

1685 — 1766 

THE COMTESSE D’ ARGEN SON 

The half-length, seated figure of a lady in the flush of youth 
and beauty, the wife of the Comte d’Argenson, Minister of 
War under Louis XV. and Ambassador to Poland. She sits 
on a couch with her left elbow resting on the arm and the left 
hand holding a pink ribbon, with which she is about to adorn 
the neck of her pet dog, which crouches in her lap, confidingly 
resting one paw on the lady’s wrist. She wears a loose white 
satin decollete robe with full elbow sleeves, bound to the arm 
and to the waist by ropes of pearls. A broad mantle of blue 
velvet lined with ermine is draped over her left shoulder and 
across her lap. The head, with its simple but becoming coiff ure 
of powdered hair, is in three-quarters view to the left, and in- 
clined toward her right shoulder, the eyes turned still farther 
away. A strong light falls from the upper left, throwing a 
deep but luminous shadow upon her cheek and neck and strik- 
ing full upon the well-rounded shoulders and bust. The sump- 
tuousness of the figure is enhanced by a background of a 
simple tone of gray. 


Signed at the left , Nattier px., 1750. 

Height, 40 inches; width, 31% inches. 

From the collection of the Comtesse de la Morelie at the Chdteau de Meslay, near 
Falaise, France. 








No. 63 


SIR HENRY RAEBURN, R.A. 

1756 — 1823 


PORTRAIT OF MISS MACARTNEY 

The young lady in walking costume is seated on a rustic 
bench in a well- wooded park, her left elbow resting on the 
arm of the seat and her gloved right hand resting in her lap. 
The head is in three-quarters view to the left, and the body is 
turned in the opposite direction, with the knees somewhat 
raised. She wears a broad black hat with white feather, a 
white, long-sleeved muslin gown with a tulle fichu across the 
bust and a deep blue silk sash around the waist. Her pow- 
dered hair falls in wavy lines over her ears and in curls down 
her back, and the well-formed but strongly marked features 
show the sitter to have been a lady of decided character of 
mind as well as of beauty of person. Trees with interlacing 
branches nearly cover the sky in the background, and the fig- 
ure is in strong contrast with the deep tones of the toliage. 


Height, SO inches; width, 40 inches. 


No. 64 


SIR JOSHUA REYNOLDS, P.R.A. 

1723—1792 


MRS. HALES, NEE CHALONER 

The head and shoulders of a distinguished-looking lady in 
three-quarters view to the left, the shoulders slightly turned 
in the opposite direction. Her gray, powdered hair, which 
is arranged high, with curls falling upon either shoulder, is 
crowned by a turban-like arrangement of gold-edged gauze. 
Her dress, which is draped in the semi-classical style so often 
painted by Sir Joshua, is of white with a gold border at the 
bust, the sleeves and the waist, and is cut off at the lower part 
by the lines of an oval. The light falls strongly from the 
upper left, casting a luminous shadow upon the left cheek and 
the neck. 


Height, 29% inches; width, 25 inches. 


1 his portrait was painted in 1764, and the lady sat for the artist as a model for 
Euphrosyne in his picture “ L' Allegro." 





No. 65 


SIR PETER LELY 
1617— 1680 

THE COUNTESS OF CARLISLE 

The lady stands near a large marble vase beside a fountain 
and plucks with her right hand a rose, while the left rests on 
the lip of the vase. The head and the figure are in three-quar- 
ters view to the left, the eyes turned toward the spectator. 
Long ringlets of dark brown hair fall over the ears and upon 
the shoulders, a broad yellow scarf is draped around the bust, 
contrasting vigorously with a mauve silk gown with wide 
sleeves and full skirt. She wears pearls in her ears, around the 
neck and in the hair, a jewelled clasp confines the loose white 
intersleeve, and an amethyst brooch fastens the scarf to the 
shoulder. The head is relieved against a ledge of rock, which 
partly covers the sky in the background, and, on the right, the 
tower of a castle shows among the trees. 


Height, 44% inchei; width, 35% inches. 


No. 66 


SIR HENRY RAEBURN, R.A. 

1756—1823 


THE DUKE OF PORTLAND 

The half-length standing figure of a young man in military 
costume of red coat with black facings, trimmed with silver, 
white flap waistcoat and breeches, holding a cocked hat in his 
gloved left hand, which rests on a malacca stick and supports 
the right hand, which clasps the wrist. A sword hangs by his 
side. The figure is in three-quarters view facing the left, and 
the eyes are turned toward the spectator. The head shows in 
vigorous contrast against a conventionalized landscape back- 
ground, and the strength of the flesh tones is further increased 
by a white linen stock around the neck. The fight falls strongly 
from the upper right. 


Height, 44 inches; width, 33% inches. 









No. 67 


ADRIAN HANNEMAN 
1610— 1666 


HENRIETTA, DUCHESS OF ORLEANS 

A half-length figure in three-quarters view to the left, the 
right hand raised to the bodice and the left elbow resting on 
a rock, which forms part of the conventionalized landscape 
background. The dress is of yellow silk with full and open el- 
bow sleeves, showing a soft undergarment and an ample flow- 
ing skirt gathered to a stiff low-cut bodice. A thin scarf of 
blue silk is draped gracefully across the bust and around the 
shoulders, and is attached to the bodice at the bosom and 
shoulder by jewelled brooches. The long oval of the lady’s 
face is framed by dark hair, dressed close to the head with 
carefully arranged ringlets. Large pearl ear pendants and a 
double necklace of the same jewels contrast agreeably with 
the warm tone of the flesh. The head and shoulders are re- 
lieved against foliage, and in the lower left is seen a chateau 
in a pleasant open landscape. 


Dated, at the lower right, 1679. 


Height, 44 % inches; width, 44% inches. 


No. 68 


NICOLAS DE LARGILLIERE 

1656—1746 

THE MARQUISE DE LAFAYETTE 

Seated on a carved and gilded throne chair in an attitude of 
commanding dignity and grace, the lady rests her right elbow 
on a stone pedestal, and holds with her left hand a tiny lap- 
dog. Her white satin robe shimmers with rich gold embroid- 
ery, and an ample cloak of blue velvet lined with figured bro- 
cade is draped over the pedestal and the chair and partly 
across her lap. Behind the upper part of the figure in the back- 
ground a deep mauve curtain is draped in tortuous folds, as 
if blown aside by the wind, and in the upper right a small area 
of sky is visible. Her head is in three-quarters view to the left, 
and the hair, which is dressed moderately high, falls in large 
curls upon either shoulder and is ornamented by a bunch of 
blue and black ostrich feathers. 

Height , 57 inches; width, 47% inches. 


From the collection of Baron de Raincourt. 





No. 69 


MADAME L. E. VIGEE LE BRUN 

1755—1842 


THE MARQUISE DE S AFFRAY 

The petite, slender lady leans gracefully on her harp, her left 
hand lightly touching the strings and the right resting on the 
scroll of the frame. The figure is full length and in profile, 
but the head is in three-quarters view to the left, slightly in- 
clined downwards, with the eyes looking toward the specta- 
tor. Her hair is powdered and dressed high in formal curls, 
which are confined by two fillets of pale blue ribbon. She wears 
a gown of blue and white striped silk over a bodice and skirt 
of white satin, with a thin scarf thrown across her shoulders. 
In the background are seen a table draped with red, holding 
sheets of music and a classical-shaped jar, and, beyond, a pan- 
eled wall with a fluted pilaster. 


Height, 76 inches; width, 51 % inches. 


From the collection of the late Marquis de Saffrat, in whose family it remained 
until his death. 


( See Frontispiece ) 


No. 70 


SIR JOSHUA REYNOLDS, P.R.A. 

1723—1792 


SIR PATRICK BLAKE, BART. 

The full-length, life-sized figure of the gentleman in sport- 
ing costume, consisting of red coat with blue collar, cuffs and 
revers, white flap waistcoat, breeches and stockings, a cocked 
hat trimmed with gold galloon, and low shoes with gold 
buckles. He rests his weight on his right leg, and turns his 
head, which is in three-quarters view, over his left shoulder. 
He is about to remove the hood from the head of a falcon 
which perches on his gloved left hand and spreads its wings, 
eager for flight. An extensive landscape forms the back- 
ground, with a large tree on the left, rising out of the picture, 
and a wide vista across a pleasant vale to distant mountains 
under a sky filled with gray clouds. The figure is placed well 
on the left of the canvas, with a generous space above the head 
and below the feet. The light falls strongly from the upper 
left, throwing the head and right hand into vigorous relief 
against the background and accentuating the folds of the 
drapery. 

Height , 94 inches; width , 58 % inches. 


Mentioned in Armstrong's “Reynolds” 


ANTIQUE FURNITURE 

ORIENTAL RUGS 

ETCHINGS, ENGRAVINGS 
AND 

WATER COLORS 




SALE FRIDAY AFTERNOON 

MARCH 31st, 1905 

AT THE AMERICAN ART GALLERIES 

BEGINNING PROMPTLY AT 2.30 O’CLOCK 


ANTIQUE FURNITURE 

71— WILLARD CLOCK 

Known as the “ Banjo Clock.” Mahogany frame, with gilt and 
brass ornamentation; plain rectangular glass in base. 

72 — BELLOWS 

Large pair of brass-mounted bellows covered with Spanish leather. 

73 — STATUETTE 

Antique Italian. Figure of the Virgin holding the Infant, and 
standing on a cherub head, with drapery. It is of boxwood, and 
stands on a carved and gilded wooden base. 

74 — STATUETTE 

French. Bronze statuette of Napoleon as First Consul, holding 
in his left hand a roll of paper, his right hanging by his side. 
The base is decorated with three wreaths of oak leaves and 
mouldings in ormolu. 


75 — LANTERN 


Antique Italian. Frame of carved and gilded wood, with four 
glass panels. 


76 — LOUIS XV. TABLE 

Four cabriole legs ; serpentine top. Ormolu ornaments on feet and 
upper angles of legs and at corners of top, which has an edge of 
ormolu moulding, and is covered with leather. Two small drawers 
in front. Veneered with mahogany. 


77 —MAHOGANY TOILET TABLE 

Heppelwhite. Two drawers on either side supported on square 
bracketed legs. Two flap lids on top, covering dressing-glass and 
various compartments for toilet articles. Inlaid with tulipwood 
bands and holly lines and marqueterie. Oval repousse brass 
mounts, with oval drop handles. 


78 —TOILET COMMODE 

Heppelwhite. Mahogany, on straight, square legs. The top opens 
with two lids, and has various compartments for toilet articles. 
Below is a cupboard with two doors and two drawers underneath. 
The whole is ornamented with tulipwood bands and holly lines. 


79 —MAHOGANY LOWBOY 

Chippendale. Four cabriole legs with clawfeet, fluted corners and 
three long drawers with brass mounts. 




80— mahogany chest of drawers 


Ileppclwhite. Rectangular, on simple legs. Four long drawers, 
with tulipwood bands and holly lines. Oval repousse brass mounts, 
with oval drop handles. 


81 — MAHOGANY DRESSING-GLASS 

Heppelwhite. Rectangular bevelled-edge glass, with plain stand- 
ards on serpentine base. Three drawers ; six brass clawfeet. Satin- 
wood bands, and ebony and holly lines. 


8 MAHOGANY CHEST OF DRAWERS 

Heppelwhite. Has four drawers, bead moulding on drawers and 
drop leaf handles ; delicate border of holly ; top and front of 
drawers of ebony and other woods. 


83 — PEMBROKE TABLE 

Heppelwhite. Mahogany, with single drawer. Enriched with 
painted decoration, having two circular brass mounts on either 
end. On each leaf is a pastoral scene of two figures in a square 
panel with scroll-work and medallions, and on the top a circular 
panel with a classical composition surrounded by four trophies 
of musical instruments. 


84 — WORK TABLE 

Heppelwhite. Mahogany, with double-lid top and one swing leg. 
Small drawer in front, and various compartments in the top. 
Fluted legs ; sides and top ornamented with marqueterie bands. 


85 — OCCASIONAL TABLE 


Sheraton. Oval top veneered with satinwood and decorated with 
tulipwood bands and marqueterie wreath. Turned standard and 
tripod legs. 


86 — HEPPELWHITE WRITING DESK 

Mahogany with tulipwood bands and holly lines. Oval brass 
mounts with drop handles. Four drawers and drop lid. Painted 
ornamentation on drawer fronts, and painted oval panel on lid 
representing classical maiden with two children in a landscape. 


87 —, SERVING BUFFET 

Heppelwhite. Mahogany, with cupboard and two drawers, and a 
lid on top which, when raised, shows four hinged shelves and a 
pewter fountain over a pewter basin between two extending 
hinged leaves. Ornamented with designs and lines in marqueterie. 
Ornamental brass mounts. 


88 —SHERATON SERVING TABLE 

Mahogany, with serpentine front; four round, fluted legs and 
solid top with moulded edge. Decorated with four small and one 
large panel in marqueterie on front, and with holly and ebony 
lines. 


89 —CARD TABLE 

Heppelwhite. Four straight taper legs veneered with rosewood. 
Oval top, covered with baize, half to open. Top veneered with 
satinwood and rosewood with tulipwood band on edge. 
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90 — ADAMS TABLE 


Four turned and fluted taper legs. Top veneered with satinwood 
and bands of rosewood and tulipwood in geometrical pattern. 
Central panel with painted vase of flowers ; legs and rail painted 
blue and wiiite, with decorated panels. 

From the collection of Lord North. 


91— COLONIAL HIGHBOY 

Mahogany, with slender cabriole legs. Top with fluted comers 
and a curved pediment with three brass finials. Four drawers in 
base and five in top. Date, 1760. 

9 2— OLD ENGLISH HIGHBOY 

Mahogany, Georgian Period. 

93— OAK CHEST 

English. Three inlaid panels in front and four panels in lid. 
Marked “ E. S. 1660.” 

94 — PEMBROKE TABLE 

Sheraton. Two leaves, curved legs and turned stretcher. One 
drawer in front. Double lines of holly around top and single ones 
on legs. Pearwood squares with inlaid ornament of boxwood in 
corners of top. 

95 — OCCASIONAL TABLE 

Heppelwhite. Octagonal top, with one drawer. Square, taper legs, 
with plain, crossed stretcher supporting oval panel. The whole 
veneered with satinwood with rosewood bands and marqueterie 
ornamentation. 


96— LOUIS XV. WORK TABLE 

Kidney shaped, with four modified cabriole legs and a shelf at 
bottom. One drawer with compartments. Veneered with various 
woods and marqueterie in block design. 

97 — HALL CLOCK 

English. Oak, with bands and veneered with mahogany. Scroll 
pediment with brass eagles and balls. Silver-plated dial signed 
“ Thos. Radford, Leeds.” 

98 — PAIR CORNER CABINETS 

Heppelwhite. Serpentine fronts, with two spade legs and pivoted 
door. Panels on front and top, veneered with satinwood, with 
tulipwood and rosewood bands and designs in marqueterie on 
green ovals. 

99 — SATIN WOOD CABINET 

Sheraton. Low form; top has delicately inlaid border of holly; 
ebony and rosewood fluted legs ; glass door in front with geo- 
metric tracery; front oval panels with holly and ebony border. 
Has one drawer. 

100— TWO GILT CHAIRS 

Frames of carved and gilded wood. Round front legs ; open ir- 
regular oval backs in style of Louis XV . 

101 — VAN DYCK VALANCE 

Old Italian. Gold applique on red silk damask. Eight points. 


102 — VAN DYCK VALANCE. 

Old Italian. Ten points ; gold applique on red silk damask. 
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103 — ITALIAN POINT VALANCE 


Twelve points. Similar to the preceding. 

104 — ITALIAN POINT VALANCE 
Two points, with tassels. 

105— GENOESE TABLE COVER 

Red velvet, with gold applique trimming. 

106 — SIX CHIPPENDALE CHAIRS 

Made of San Domingo mahogany ; plain legs and stretchers. 
Backs carved with frilled “ C ” decoration, stopped flutes and 
other designs. Upholstered in green velours. 

107 — SIX MARQUETERIE CHAIRS 

Queen Anne. Ash frames, partly veneered with mahogany and 
profusely decorated with marqueterie in various-colored woods. 
Have cabriole legs and backs, and are upholstered in green 
ribbed velvet. 

108— SIX SHERATON CANE SEAT CHAIRS 

Classical-shaped legs. Frame veneered with satinwood and orna- 
mented with black lines at angles and with painted trellis and 
vase of flowers on back. 

109 — FOURFOLD SCREEN 

Frame of carved and gilded wood in the style of Louis XIV. en- 
closing panels of rose pink brocatelle. Arranged to use as two 


screens. 


110 — OLD ENGLISH CANTERBURY SOFA 


Lettered in old English. The frame is of carved bird’s-eye maple. 
It has a loose cushion and two pillars upholstered in green ribbed 
velvet. 


Ill — PEMBROKE TABLE 

Sheraton. Two leaves with rounded corners ; one drawer. Veneered 
with satinwood, with tuhpwood band on edge of top, which is 
further decorated by a painted band and lines, and a shepherdess 
and sheep in an oval panel with scroll-work and ribbons. Painted 
flowers and scroll-work also on legs and ends. 


112 — MAHOGANY CHEST OF DRAWERS 

Heppelwhite. Swell front, with two large and two small drawers, 
having wooden knobs with brass inlaid ornaments. A zigzag 
band of ebony in holly lines around top, and bands of mahogany 
around the drawer fronts. 


113 —TOILET GLASS 

Sheraton. Rectangular bevelled glass, with central ornament of 
tuhpwood with brass finial. Turned supports resting on a swell 
front base on four ivory balls, having three drawers with circular 
ornamental brass knobs. 


114 — SIX QUEEN ANNE CHAIRS 

Cabriole legs, high backs, loose seats upholstered in red velvet. 
Frame decorated with elaborate designs in marqueterie of differ- 
ent-colored woods, showing a bouquet of roses on the panel of 
the back. 
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115 — SATINWOOD CABINET 


Heppelwhite, with three small drawers on either side of a cup- 
board, a long drawer on top and above it a sliding board with 
ivory knobs. Oval veneer panels on drawer fronts with ebony 
line. Rosewood band with ebony and holly lines on top. Oval silver 
mounts with oval drop handles. 

116— HEPPELWHITE CRESCENT-SHAPE TABLE 

Heppelwhite. Star top veneered with satinwood and rosewood, 
with ebony and holly lines and edge with alternate upright bands 
of ebony and satinwood. Four taper legs, with ebony lines. 

117— LOUIS XV. CORNER CABINET 

Marqueterie veneer, with swell front and marble top. Has brass 
mounts. 

118 — TWO MARQUETERIE CHAIRS 

Queen Anne. Ash frames veneered with mahogany. Have cabriole 
legs and back ; decorated floral designs in marqueterie of various 
colored woods. Upholstered in dark red velours. 

119 — CHEST OF DRAWERS 

Heppelwhite. Satinwood, with four drawers and shelf, serpentine 
base and flare legs. Inlaid on top and ends with broad band of 
gnarled mahogany, and around draw fronts with tulipwood and 
ebony lines. Circular brass mounts with semicircular drop handles. 

120 — DRESSING-GLASS 

Heppelwhite. Satinwood, with oval swing glass on scroll supports, 
and three drawers in base. Ebony inlaid line around glass drawer 
fronts and base. 


121 — WRITING DESK 


Satinwood. On taper legs, with three drawers in front, and three 
compartments for writing materials on top, each with curved 
lid, lock and key. Surfaces decorated with narrow bands of rose- 
wood, ebony and boxwood lines. Drawer fronts and lids orna- 
mented with marqueterie. 

122— CHEST OF DRAWERS 

Heppelwhite. Satinwood. Small front, with three drawers and 
turned legs. Rosewood bands on corners and around top ; lines on 
draw fronts and beads around drawers. Circular brass mounts 
with ring drop handles. 

123 — WRITING TABLE 

Sheraton. Satinwood, on curved and crossed fluted legs, with 
turned stretcher. Legs painted black, and tops and other orna- 
mental details gilded. One drawer in front, and one on either end. 
Ratchet board and two flaps covered with baize. 

124 -DRESSING-GLASS 

Heppelwhite. Satinwood, with rectangular bevel-edged glass, 
with turned standards on serpentine base. Three drawers and 
six brass clawfeet. Base, standards and panes of glass elaborately 
decorated with painted flowers, scroll-work and other designs. 

125 —DRESSING TABLE 

Sheraton. Veneered with satinwood, and decorated with tulipwood 
bands. Top opens with two lids, and interior contains dressing- 
glass and various compartments for toilet articles. Circular brass 
mounts; straight legs with openwork brackets at top. 
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126— PEDESTAL WORK BOX 

Heppelwhite. Rectangular, with arched top to open, and one 
drawer; on four square taper legs, with carved and crossed 
stretcher. Veneered with pearwood, with satinwood bands. Mar- 
queterie scroll-work on ends and sides, and a basket of flowers in 
an oval panel on top. 

127 — BRACKET CLOCK 

Heppelwhite. Mahogany, with arched top with brass handle, 
four brass feet, brass trellises at sides. Plain silver face. 1780- 
1800. 

128 — LOUIS XVI. CHANDELIER 

Twelve branches in four groups of three lights, with crystal 
balls, pendants and pinnacles. 

129— LOUIS XVI. CHANDELIER 
Same as preceding. 

130 — PAIR LOUIS XVI. CANDELABRA 

Ormolu standards on open triangular bases supporting nine 
lights, the whole hung with cut-glass pendants and surmounted 
by a finial of same material. 

131— ELABORATE LOUIS XVI. CHANDELIER 

Twenty-two branches, with crystal pendants and chains. 


132— VENETIAN TABLE 
Carved ornamentation. 


133 — OLD ENGLISH WARDROBE 


Mahogany, with hanging cupboard on either side of projecting 
central portion, which contains two large and two small drawers, 
and a cupboard with five sliding trays. Narrow kingwood bands 
and boxwood lines around drawer fronts and panels. Simple 
cornice and plain base. 

134 — OLD ENGLISH WARDROBE 

Mahogany, with hanging cupboards on either side of a cup- 
board with trays over two large and two small drawers. A mar- 
queterie urn in an oval panel in each door, and narrow satin- 
wood bands around drawer fronts and doors. Plain base and 
simple cornice. 

135— PAIR FOUR-POST BEDSTEADS 

Sheraton. Mahogany, with four carved and receded posts and 
carved scroll top headboards with drapery decoration in two 
panels. Brass mounts and white dimity hangings, with white silk 
sunburst in top. 

136— LOUIS XV. HARP 

Painted black, with carved and gilded ornaments. Front with 
wreaths and other designs painted in colors. 

137 — COMMODE 

Louis XVI. Four cabriole legs, two deep drawers, Sienna marble 
top. Veneered with rosewood bands and geometric design in vari- 
ous woods. Circular ormolu mounts and ornaments on front cor- 
ners and feet. 

From the collection of Sik William Cunliffe Brooks, London. 
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138 — COMMODE 


Louis XVI. Veneered with satinwood in panels and pearwood 
and rosewood in bands. Block front and chamfered corners with 
spade legs. Three drawers, the two lower ones paneled as one, 
with marqueterie design in an oval panel between them. Circular 
brass mounts with drop handles. Gray marble top. 


139 —BEAUVAIS STOOL 

Walnut frame, cabriole legs and hoof feet. Frame richly carved. 
Upholstered in Beauvais tapestry. 


140 — HIGHBOY 

Mahogany. Georgian period. 


141 —COLONIAL BLOCK FRONT DESK 

Mahogany, with four drawers and drop lid, various pigeon-holes 
and small drawers. Brass mounts with drop handles. 


142 — CONSOLE TABLE ^ 

Louis XV. Elaborately carved, gilded scroll legs, rail and 
stretcher. Top of Sienna marble, with moulded edge. 


143 — LOUIS XV. CONSOLE TABLE 

Elaborately carved, gilded scroll legs. Top of Sienna marble 
with moulded edge. 


144 — PAIR LOUIS XVI. CONSOLES AND MIRRORS 


The consoles of semicircular shape, on four taper legs. Frames 
of carved and gilded wood and the tops of white marble with 
beaded edge. The mirrors are upright rectangular glass in flat 
frames of carved and gilded wood; above the mirrors are oblong 
octagonal panels with a painted monochrome decoration on can- 
vas representing three cupids. 


145 — LOUIS XV. DRAWING-ROOM TABLE 

Oblong serpentine top, four cabriole legs with ormolu angles, 
feet, ornaments, moulding and border around the top. Deep 
drawer in front; hinged top veneered inside with rosewood 
around a toilet glass panel, and with a tray for toilet articles. 


146 — LOUIS XV. SOFA 

Frame of richly carved and gilded wood, four legs with twisted 
reed ornament, high arms and back with flowers in high relief. 
Upholstered in striped damask ; loose cushion. 


147 — LOUIS XVI. ARM-CHAIR 

Frame of richly carved and gilded wood. Upholstered in antique 
red velvet, with applique ornamentation in green brocade, silk 
and galloon. 

1 48 — H EFPE L WH ITE SECRETARY 

Satinwood. Base with two hinged doors, single drawer and desk 
with drop lid. Top with pediment and two glass doors, w p ith knot 
trellis over bookcase with three shelves. Whole decorated with 
designs in marqueterie, tulipwood bands and holly lines. 
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149 — QUEEN ANNE SECRETARY BOOKCASE 

Veneered with walnut on oak, and decorated with flower and 
leaf designs in marqueterie. Bombe base, with three large and two 
small drawers. Drop lid over writing desk, with various pigeon- 
holes and drawers. Book-case above, with two pivoted glass doors. 
Two large clawfeet and carved ornament around base, doors and 
pediment with three large and four small medallions. Circular 
brass mounts. 


150— HEPPELWHITE CABINET BOOKCASE 

Satinwood. Base with three cupboards and three drawers with 
circular white metal mounts. Top with bookcase in three divis- 
ions, each with hinged door and oval glass panel with geometric 
trellis. The whole veneered with satinwood, with mahogany and 
marqueterie bands. (See illustration.) 

151— SIDEBOARD 

Sheraton. Mahogany, with six fluted legs and high back with 
pediment, two shelves and oval mirror. Panels in back and in 
middle drawer front inlaid with designs in marqueterie; tulipwood 
bands around drawer front; legs carved and fluted. Five drawers 
and four cupboards. 

152— LOUIS XIV. SOFA 

Beechwood frame, with eight carved legs, scroll stretchers and 
arms. High back and broad seat. Upholstered in yellow damask 
with applique design in blue cut velvet and gray silk galloon. 


153— SIX LOUIS XIV. ARM-CHAIRS 
Set of six similar to the preceding. 


154— FOUR SOFA PILLOWS 

Covered with red brocatelle, with diamond in old galloon and 
central ornament in bullion. 

155— PAIR COLUMNS 

Italian Renaissance. Solid wood, twisted, with fluting below and 
vine decoration in high relief above, gold on white. Gilded bases 
and capitals. 

15 6— PAIR OF CORINTHIAN PILASTERS 
Richly carved capitals. 

157— PAIR URNS 

Antique Italian. Carved and gilded wood, with twisted snake 
handles. Pedestals of carved, gilded and painted wood, top sup- 
ported by four cherubim. 

158— BOOKCASE 

Sheraton. Low bookcase on four turned and tapering fluted legs 
rising to the comers of the top. Glass front with geometrical 
trellis, and two panels veneered with satinwood oval panel on king- 
wood ground with tulipwood band. Top veneered with kingwood, 
with rosewood band and kingwood edge. 

159— WRITING CABINET 

Scroll base and chamfered corners and a drop lid disclosing five 
drawers and three compartments for paper and envelopes. Below 
is a cupboard with two doors. The whole is veneered with various 
woods, and decorated with satinwood bands and holly lines. The 
top is white marble with dark veins. 

160 — MAHOGANY HIGHBOY 
Georgian period. Plain cabriole legs. 
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ORIENTAL RUGS 


165 — ANTIQUE GHIORDES PRAYER RUG 

Centre panel in dark red, with a lambrequin design with pend- 
ants of conventional patterns in blue on white ground, surrounded 
by two narrow borders of sage green and a wide border of sap- 
phire blue in patterns of subdued colors. Fringed border, top and 
bottom. 


Length, 5 feet 6 inches; width, 4 feet 2 inches. 


1 66— ANTIQUE GHIORDES PRAYER RUG 

Centre panel in cream white, with a mosque window design and 
columns in blue, red, white and yellow, surrounded by a series of 
narrow borders and a wide body of yellow which are covered with 
conventional designs in harmonious colors. Fringed at top and 
bottom. 

Length, 5 feet 7 inches ; width, 4 feet 5 inches. 

167 — ANTIQUE KOULA RUG 

Sapphire-blue centre panel, with mosque window design and cen- 
tral pendant in golden brown, surrounded by a series of eleven, 
narrow borders, alternating in various shades of brown and white. 
Fringed at top and bottom. 


Length, 6 feet 2 inches; width, 4 feet 4 inches. 


168— TURKISH PRAYER RUG 

Olive-green centre panel, on which is a mosque window design 
in old red, surrounded by a series of narrow borders of red, 
yellow, blue and white, and a wide border of white, all of which 
are covered with conventional patterns in fine colors. 

Length, 6 % feet; width, 4 feet. 


169 — ANTIQUE GHIORDES PRAYER RUG 

Centre panel of mosque window design in blue and subdued col- 
ors on an old red ground. Surrounded by a series of yellow and 
white borders with conventional floral designs in low tones of blue, 
red and yellow. 

Length, 6 feet; width, 4 feet 4 inches. 


170 — AGRA CARPET 

Fawn-color centre on a light brown panel and with light blue 
corners. Conventional designs in low tones of blue, red and black, 
surrounded by two narrow and one wide border of dark brown 
and red, with harmoniously designed patterns. The whole framed 
in an outer border of fawn color. Heavy, closely woven pile. 

Length, 10 % feet; width, 9 % feet. 


171 — PERSIAN CARPET 

Turquoise-blue centre panel and corners on a white ground. Floral 
and pendant patterns in shades of red, brown, pink and yellow. 
Surrounded by a series of borders of harmonious coloring. Closely 
woven silky pile. 


Length, 11 feet; width, 9 feet. 
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17 2— ANTIQUE PERSIAN LONG RUG 

Sapphire-blue centre, with an elaborate floral design in various 
colors, surrounded by a wide border of yellow and five narrow 
borders of sapphire and turquoise-blue and white, which are cov- 
ered with conventional patterns to harmonize with centre. 

Length, 13 feet 2 inches; width, 4 feet 10 inches. 


173 — AGRA CARPET 

Centre panel of fawn color, which is covered with an elaborate 
floral design in subdued tones of yellow, rose pink, red and tur- 
quoise-blue, and surrounded by a wide border of salmon red and 
three narrow borders of white and fawn. 

Length, 14 feet 5 inches; width, 10 feet 1 inch. 


174 — GRAND AGRA CARPET 

Brilliant red centre, with a central medallion in dark green and 
fawn color and corners of dark blue, bordered with white, blue, 
yellow and red. The entire surface covered with an elaborate floral 
design in richly combined colors. Closely woven and thick pile. 

Length, 18 feet; width, 13 feet 2 inches. 


ETCHINGS 


BAUER, W. C. 

175 — ON THE RIVER DART 

After the painting by Julian Rix. Signed remarque proof, on 
India paper. Signed by both painter and etcher. Gold frame. 

176 — ON THE OISE 

After the painting by Daubigny. Remarque proof, on vellum. 
Gold frame. 

177— OAT THE OISE 

After the painting by Daubigny. Remarque proof, on vellum. 


BOUCHER, W. H. 

178— DARBY AND JOAN 

After the painting by W. Dendy Sadler. Lettered impression, on 
India paper. Gold frame. 


179 — OLD AND CRUSHED 


After the painting by W. Dendy Sadler. Lettered impression, on 
India paper. Gold frame. 




180— OVER THE NUTS AND WINE 


After the painting by W. Dendy Sadler. Lettered impression. 
Gold frame. 


BRUNET-DEB AINES, A. 


“ Few etchers of the modern French school have produced such uniformly 
good work.” — P. O. Hamerton. 


181 — PARTING DAY 

After the painting by Benjamin W. Leader. Proof before letters, 
on India paper. Gold frame. 


181a- — GLIMMERING LIGHT 

After the painting by Benjamin W. Leader. Signed artist’s 
proof, on Japanese paper. Signed by both painter and etcher. 
Gold frame. 


CHAMPOLLION, EUGENE ANDRE 

One of the ablest of the modern French school of reproductive 
etchers. 


182— THE CHOICE OF THE MODEL 

After the painting by Fortuny. Remarque proof, on Holland 
paper. 


CHAUVEL, THEOPHILE 


Chauvel’s great abilities have been devoted to the translation of 
landscapes by Daubigny, Corot, Dupre and Rousseau, and in his 
chosen field he has distanced all rivals. 


183 —SOLITUDE 

After the painting by Corot. Signed artist’s proof, on vellum. 
One hundred and fifty such proofs were printed. Mahogany and 
gold frame. 


184 — VILLE D’AVRAY 

After the painting by Corot. Signed artist’s proof, on Japanese 


paper. 


185 UNE MARE— FORET DE FONTAINEBLEAU 

After the painting by Theodore Rousseau. Lettered impression. 
White frame. 


COLE, FOXCROFT 

186 — RETURN OF THE FLOCK 

Proof on Japanese paper. White frame. 










COURTRY, CHARLES JEAN LOUIS 


Pupil of Gaucherel and Flameng. 

“C’est un graveur de temperament, qui fait honneur a l’eau-forte .” — Henri 
Beraldi. 


Wl—LES AMATEURS DE GRAVURE 

After the painting by Meissonier. Signed remarque proof, on 
vellum. Gold frame. 


DAKE, CAREL L. 

Although an original etcher of the first rank, it is mainly as a 
translator of the paintings of the modem Dutch masters that he 
has won his fame and will be remembered. 

188 — CHILDREN OF THE SEA 

After the painting by Josef Israels. Signed remarque proof, on 
vellum. Signed by both painter and etcher. Gold frame. 

189— RETURN OF THE FLOCK 

After the painting by Anton Mauve. Remarque proof, on vellum. 


DICKSEE, HERBERT 

His masterly etchings of wild animals, from his own designs, have 
achieved a world-wide popularity. 

190 — A WANDERER 

Signed artist’s proof, on vellum. Gold frame. 


DOBIE, JAMES 

One of the ablest of the English school of reproductive 
etchers. 

191 — A DOUBTFUL BOTTLE 

After the painting by W. Dendy Sadler. Lettered impression. 
Gold frame. 


192 — LONG, LONG AGO 

After the painting by W. Dendy Sadler. Remarque proof, on 
Japanese paper. Signed by both painter and etcher. 


GREUX, GUSTAVE 

Pupil of Gleyre. He has been a contributor of etchings to the 
Salon since 1868. 


193 —VILLAGE ON THE BANKS OF THE OISE 

After the painting by Daubigny. Remarque proof, on vellum. 
One hundred proofs only in this state. 


HUTH, F. 

194 — HOW THE GOSSIP GREW 

After the painting by F. D. Millet. Lettered impression. Gold 
frame. 
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JACQUET, ACHILLE 


Pupil of Henriquel-Dupont, Pils and Laemlin. One of the great- 
est of modern etchers from pictures. His plates after Meissonier 
and Detaille are marvels of technical skill. 


195 — THE SKIRMISHERS 

/ 

After the painting by Edouard Detaille. Signed remarque proof, 
on vellum. The remarque is an original etching by Detaille. Two 
hundred and fifty proofs only in this state. Gold frame. 


KEENE, CHARLES 

“The greatest English artist since Hogarth .” — Joseph Pennell. 

196— STUDY OF AN OLD MAN, SEATED 
Proof on Japanese paper. White frame. 


KOEPPING, CHARLES 

A pupil of Waltner. 

“ II a fait honneur au maitre, dont il s’est promptement assimile les pre- 
cedes, au point d’etre aujourd’hui un de ceux qui en usent le plus brilla- 
ment .” — Henri Beraldi. 

197 — THE MENNONITE PREACHER CORNELIS CLAESZ 
ANSLO AND A WIDOW 

After the painting by Rembrandt. Signed artist’s proof, on Jap- 
anese paper. Oak frame. One hundred and twenty-five proofs only. 


KRATKE, LOUIS 


Pupil of Gerome and Waltner. 

“ A abandonn£ depuis 1883 la peinture pour l’eau-forte, mais est rest6 
peintre en gravant: on ne peut mieux faire l’61oge de son talent .” — Henri 
Beraldi. 


198 — UNE MARE— FORET DE FONTAINEBLEAU 

After the painting by Theodore Rousseau. Signed artist’s proof, 
on vellum. 


LAGUILLERMIE, FREDERIC AUGUSTE 

Born at Paris. A pupil of Leopold Flameng. Chevalier of the 
Legion of Honor in 1882. 


199 —THE YOUNG DUKE 

After the painting by W. Q. Orchardson. Signed artist’s proof, 
on Japanese paper. Selected proof. Signed by both painter and 
etcher; and by F. Goulding, the printer. 


LOWENSTAM, LEOPOLD 


200 —SUSPENSE 

After the painting by S. E. Waller. Open letter proof, on What- 
man paper. Gold frame. 
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MARGELIDON, LUCIEN 


Pupil, in etching, of Le Rat. 

201 — LA HALTE 

After the painting by Meissonier. Signed artist’s proof, on Jap- 
anese paper. Gold frame. 


MATHEY, ARMAND 

Born at Besan9on in 1854. A pupil of Waltner. 

202 — MRS. ROBINSON AS “ PERDITA ” 

After the painting by Gainsborough. Signed remarque proof, on 
vellum. The remarques are portraits of the painter and the etcher. 


PARK, JOHN 

203 —“ROCKED IN THE CRADLE OF THE DEEP ” 

After the painting by Hamilton Macallum. Lettered impression, 
on Whatman paper. Gold frame. 

PARRISH, STEPHEN 

Mr. Parrish is one of the most sincere and straightforward of living etchers.” 
— P. O. Hamerton. 


204 — TEN-POUND ISLAND— GLOUCESTER HARBOR 
Signed artist’s proof, on Japanese paper. White frame. 


205 — IN PORT— GLOUCESTER HARBOR AT LOW TIDE 
Signed artist’s proof, on Japanese paper. White frame. 


PHILLIPS, LAWRENCE B. 

206 — ON THE LAGOON 

Signed artist’s proof, on Whatman paper. Gold frame. 


207 — ON THE MAAS 

Signed artist’s proof, on Whatman paper. Gold frame. 


PICCINI, ANTONIO 

208— HEAD OF AN OLD MAN 

Proof on Japanese paper. Unsigned. White frame. 
“ Spirituelle eau-forte .” — Henri Beraldi. 


PIQUET, R. 


209 — A PASSING GLANCE 

Signed artist’s proof, on Japanese paper. Gold frame. 
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ROBERTSON, H. R. 


210 — “ AVE, MARIA!” 

Signed remarque proof, on Japanese paper. Gold frame. 


SLOCOMBE, EDWARD 

211— MILTON’S COTTAGE: CHALFONT ST. GILES 

Signed artist’s proof, on Japanese paper. Gold frame. There 
were printed only 150 such proofs. 


SMYTHE, LIONEL 

212 —STUDY OF A GIRL’S HEAD 

Signed artist’s proof. Wood frame. 


STEELE, LOUIS J. 

213 — TOO GOOD TO BE TRUE 

Signed artist’s proof: marked No. 2. Gold frame. 


THOMAS, PERCY 


“ A graceful draughtsman of ancient English buildings, and of the incidents 
of the River .” — Frederick Wedmore. 


214 — HANWAY STREET 

Signed artist’s proof. White frame. 


WALTNER, CHARLES 


“L’un des grands graveurs fran?ais. Et graveur absolument particulier, 
dont le nom, marquant une £tape dans la marche de son art, signifie l’extreme 
limite de la liberty dans les procedds d’execution — en reaction, a la fin du 
XIXe sifecle, contre la perte de toute liberty, infligee depuis cent ans a la 
graveur par la formule d’dcole .” — Henri Beraldi, “Les Graveurs du XIXe 
Sifecle,” Vol. XII., p. 254. 


215 — LES FEUX DE LA SAINT-JEAN 

After the painting by Jules Breton. Remarque proof, on vellum. 
Signed by both painter and etcher. One hundred and fifty proofs 
only in this state. Gold frame. 


216— REMBRANDT 

After his own portrait, in the National Gallery (London). Signed 
artist’s proof, on Japanese paper ; 150 only in this state. Oak 
frame. This plate won for the etcher the Medal of Honor at the 
Salon in 1882. 

“ Une des pifcces les plus capitales de l’oeuvre. De pareils morceaux, quoique 
estampes de reproductions, placent, par la fiert6 de l’ex£cution, Waltner 
parmi les graveurs originaux .” — Henri Beraldi, “Les Graveurs du XIXe 
Sifecle,” Vol. XII., p. 266. 


211— THE GILDER: JAN DOMER 

From the painting by Rembrandt. Signed artist’s proof, on Jap- 
anese paper. There were printed 125 proofs only in this state. 
Gold frame. 

“ Autre pifece trfes capitale .” — Henri Beraldi. 

“ Ces mattresses planches de Waltner n’ont pas peu contribu6 a ce qu’on 
pourrait appeler la transformation de Petalage du marchand d’estampes.” — 
Henri Beraldi. 
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WHISTLER, JAMES A. McNEILL 


“With the master-etchers of the world— M6ryon’s equal in some respects, 
and, in some respects, Rembrandt’s — there stands James Whistler. Connois- 
seurs in France and England, in America, Holland, Bavaria, concede this 
now.”— Frederick Wedmore, “ Fine Prints,” p. 107. 


218 — THE POOL 

Wedmohe, No. 41. 

Fine impression. One of the “ Thames Series.” Oak frame. 

“ In the Thames plates, it was Mr. Whistler’s aim to, show the river as it 
was in 1859, and each one of them is a little portrait of a place, a perfect 
work of art. For the rendering, as Mr. Whistler has rendered them, of these 
old houses in which every brick and every tile has been studied, every window 
frame rightly drawn, every bit of color truly suggested, is as much portrait- 
ure, and as difficult to accomplish, as to give the portrait of the old lighter- 
man sitting in his barge. So difficult is it, indeed, that but two men in the 
whole history of the world have done such a thing.” — Joseph. Pennell. 


WYLLIE, W. L. 

His paintings and etchings of river scenes are, justly, held in 
high estimation by collectors. 


219 —THE RIVER THAMES 

Signed artist’s proof, on Japanese paper. Gold frame. 


220 — TOWING UP THE WAAL 

Signed artist’s proof, on Whatman paper. Gold frame. 


221 — LOCH FYNE FISHING BOATS — EVENING 

Signed artist’s proof, on Japanese paper. White frame. 

An original dry-point, of which there were printed 60 proofs 
only. 

m — B AW LEY BOATS 

Signed artist’s proof. Special proof. Printed by Goulding and 
signed by him F . Goulding . Gold f rame. 

An original dry-point, of which there were printed 60 proofs 
only. 

MS— TOWING UP THE WAAL 

Signed artist’s proof, on Whatman paper. Gold frame. 
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LINE ENGRAVINGS 


COOKE, W. and G. 


224 — MULY -MOLOCH 

After the painting by B. Marshall. Open letter proof. Slightly 
foxed. Gilt frame. 


225 — HAPHAZARD 

After the painting by B. Marshall. Open letter proof. Slightly 
foxed. Gilt frame. 


GAILLARD, R. 

226 — MADAME MARIE LOUISE THERESE VICTOIRE BE 
FRANCE 

After the painting by Nattier. Lettered impression, colored. Gold 
frame. 


SKELTON, WILLIAM 

Bom in London in 1763. Pupil of James Basire and William 
Sharp. Among his most important works is the series of royal 


portraits, from the time of George III. to the accession of Queen 
Victoria. Died in 1848. 

227 — HIS ROYAL HIGHNESS FREDERICK, DUKE OF YORK 

AND ALBANY 

After the painting by Sir William Beechey, R.A. Lettered im- 
pression. Gold frame. 

228— PRINCE ADOLPHUS FREDERICK, DUKE OF CAM- 

BRIDGE 

After the painting by Sir William Beechey, R.A. Lettered im- 
pression. Gold frame. 


STOCK, C. R. 

229 —THE LEADING ROAD COACHES LEAVING THE 
WHITE HORSE CELLARS AT XI A.M. 

After the painting by Harington Bird. In colors. Gold frame. 


F. HOLL 


230 —RAMSGATE SANDS 

After the painting by W. P. Frith, R.A. Gilt frame. 
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MEZZOTINTS 


BRIDGEWATER, SCOTT 

231 —MRS. GROVE 

After the painting by Romney. Signed artist’s proof, on India 
paper. Three hundred proofs only. Gilt frame. 


COUSINS, SAMUEL 

Bom at Exeter in 1801. Died in London, May 7, 1887. Pupil of 
S. W. Reynolds. 

“ Un des meilleurs graveurs anglais de ce siecle .” — Henri Beraldi. 


232 — LADY ANNE FITZPATRICK AS “ SYLVIA ” 

After the painting by Sir Joshua Reynolds. Lettered impression, 
on India paper. Oak and gilt frame. 


233 —LADY CAROLINE MONTAGUE 

After the painting by Sir Joshua Reynolds. Lettered impression, 
on India paper. Oak and gilt frame. 


234 — MISS BOWLES 


After the painting by Sir Joshua Reynolds. Lettered impression, 
on India paper. Colored. Gold frame. 

235 — THE AGE OF INNOCENCE 

After the painting by Sir Joshua Reynolds. Lettered impression, 
on India paper. Colored. Gold frame. 


236 — THOMAS CAMPBELL 

After the painting by Sir Thomas Lawrence. Lettered impression. 
Gilt frame. 


DA WE, P. 

237 —GIRL SEATED, WITH A DOVE 

After the painting by George Morland. Gold frame. 


FABER, JOHN, JUNIOR 


“ His works are specially important, as so extensively illustrating the portrait 
art of England, between the time of Kneller and that of Reynolds, about 
which comparatively nothing is known at the present day .” — Chaloner Smith. 


238 — WILLIAM, DUKE OF CUMBERLAND 

Cjialonek Smith, No. 100. 

Engraved by Faber from his own design. Colored. Has been re- 
margined. Gold frame. 


MEYER, J. 


239 — LORD VYVIAN 

After the painting by Sir Martin Archer Shea. Framed so as to 
cover margins. Gold frame. 


PRATT, JOSEPH B. 

240 —THE MISSES CARTERET -HARDY 

After the painting by Sir Thomas Lawrence. Signed artist’s 
proof, on India paper. Gold frame. 


SCHULTE, MISS B. 

241 —THE RECKONING 

After the painting by George Morland. Signed artist’s proof. 
Printed in colors. Marked No. 8. Gold frame. 


SMITH, JOHN 

Born in 1654. Died about 1720. 

“ Even in his own time the merits of this engraver were highly appreciated, 
and subsequent writers, as Walpole, have considered him one of the great 


improvers of the art. He certainly excelled in brilliancy of effect, and was 
powerful, clear and correct in drawing .” — Chaloner Smith. 


242 — PRINCE JAMES STUART 
After the painting by Kneller. 

The birth of this prince, received with such joy by James II., 
was probably the immediate cause of his downfall, the great 
majority of the people dreading a succession of kings favorable 
to the Romish religion. 


WARD, WILLIAM 


“ Redgrave truthfully estimates William Ward’s engravings when he 
describes them as ‘ artistic, full of spirit and truth, excellent in feeling of 
color, the flesh tints tender without weakness, the light and shade powerful.’ ” 
— Alfred Whitman, “The Masters of Mezzotint.” 


243 — CHILDREN READING THE INSCRIPTION ON THEIR 
MOTHER’S GRAVESTONE 

After the painting by R. M. Pine. Open letter proof. Gilt frame. 


244 —CHILDREN THROWING SNOWBALLS 

After the painting by R. M. Pine. Open letter proof. Has been 
repaired in upper left corner. Gilt frame. 


ZOBEL, GEORGE J. 


Born about 1810. Died in 1881. 


245 — “ PICKABACK ” (MRS. PAYNE GALWEY AND HER 
SON) 

After the painting by Sir Joshua Reynolds. Lettered impression, 
on India paper. Colored. Gold frame. 

Philadelphia de Lancy, daughter of Oliver de Lancey of New 
York, married Stephen Payne, and died in 1785, aged 27, leav- 
ing two children, a son and a daughter. Her son Charles is the 
boy represented in the print. 


STIPPLE ENGRAVINGS 


BURKE, THOMAS 

Born in Dublin in 1749. A pupil of Dixon, and engraved chiefly 
after the works of contemporary artists — Cipriani, Angelica 
Kauffmann, Dance and Singleton. Died in London in 1815. 


24 6— THE VICAR OF THE PARISH RECEIVING HIS TITHES 

After the painting by H. Singleton. Good, original impression. 
Gold frame. 


Ml— THE CURATE OF THE PARISH RETURNED FROM 
DUTY 

After the painting by H. Singleton. Good, original impression. 
Gold frame. 


COCHRAN, J. 


248 — MADAME VESTRIS 

Proof on India paper. Gold frame. 


DURMER, F. V. 


249 — A GIRL OF THE BLACK FOREST 

After Oelenheinz. Stamped proof. Colored. Gold frame. 

250 — A SWISS GIRL 

After Oelenheinz. Stamped proof. Colored. Gold frame. 


EARLOM, RICHARD 

Born in 1743. Died in 1822. He executed few works in stipple, 
but they are of a quality which entitles him to rank as one of the 
greatest engravers in the stipple manner. 

251 — GIRL WITH A DOVE 

After G. B. Cipriani. Printed in colors. Gold frame. 


PICART, C. 

Born in 1780. Died in 1837. 


252 — MISS FANNY KEMBLE 

After Sir Thomas Lawrence. Lettered impression. Gilt frame. 


PHOTOGRAVURES AND 
PHOTOGRAPHS 


253— A YEARLING SALE AT NEWMARKET 

After the painting by Isaac Cullin. Signed artist’s proof, on In- 
dia paper. Gold frame. 


254— LE GOUTER DES FANEURS 

After the painting by Julien Dupre. Lettered impression. Gold 
frame. 

255— LA RECOLTE DES FOINS 

After the painting by Julien Dupre. Lettered impression. Gold 
frame. 

256— “ IF MUSIC BE THE FOOD OF LOVE ” 

After the painting by Maude Goodman. Signed artist’s proof. 
Gold frame. 

257— CHARLES KING OF ENGLAND 

After the painting by Van Dyck. Braun carbon photograph. 
Gold frame. 


258 — HENRIETTA MARIA, QUEEN OF ENGLAND 

After the painting by Van Dyck. Braun carbon photograph. 
Gold frame. 

259— MAN WITH A FUR CAP 

After the painting by Rembrandt. Braun carbon photograph. 
Gold frame. 

260 — TEMPLE OF JUPITER 

Braun carbon photograph. Gold frame. 

261— THE ACROPOLIS, CORINTH 
Braun carbon photograph. Gold frame. 

262— WAX HEAD IN THE MUSEE DE LILLE 
Attributed to Raphael. Braun carbon photograph. Gold frame. 

266— DIANA AND A NYMPH 

Braun carbon photograph. Gold frame. 


264 — L’AGE D’OR 

Braun photograph. After the painting by Chaplin. Gold frame. 


265— AV ANT LE BAL 

Braun photograph. After the painting by Chaplin. Gold frame. 


266 — APRES LE BAL 

Braun photograph. After the painting by Chaplin. Gold frame. 


267 —ROWLANDSON AND HIS FAIR SITTERS IN 1782 
After the water-color by Rowlandson. Gold frame. 


WATER COLORS 


ALBERT 

268 — OFF THE COAST OF HOLLAND 

G. BAGROLI 

269 — THE LOCKET 


FRANK M. BOGGS 

270 — A MEDITERRANEAN PORT 

271 — AT ANCHOR 

272 — THE ENVIRONS OF MARSEILLES 

BORTOLOZZI 


273 — PALAZZO FOSCAR1 


ARTHUR DAWSON 


274 — SUNSET GLOW 


F. S. MED AIRY 

275 — A WATER MEADOW 

M. PAGIANI 

276 — GRAND CANAL AND GARDENS, VENICE 


PRAVIATI 

277 — THE PROMENADE 

T. M. ROBERTI 

278 — THE CONNOISSEURS 

279 — MAN WITH A WHIP 

B. L. ROYS 

280 — — TWIN LAKES, CONNECTICUT 


EMILIO SALA 

281— VENICE 

282— AT THE DERBY 


TARENGHI, E. 

283 —A CAVALIER 


AMERICAN ART ASSOCIATION, 

Managers. 


THOMAS E. KIRBY, 


Auctioneer. 


